E ORC E the Second, by the Grace of Gov, King of Great Britair, 


GEORGE R. 
France, and Ireland, Defender of the Faith, &c. To all to whom theſe 


'E Preſents ſhall come, Greeting : 


WHEREAS our truſty and well-beloved Thomas Bardwell, of the Parihh of St. 
George Hanover-Square, in our County of Middleſex, hath, by his Petition, humbly 
repreſented to Us, That he. hath, after a great many Years Application, Care, 
Study, Induſtry, and Expence, compoſed a Book, in Quarto, which is now ready 
for the Preſs, intituled, IHE PRACTISE or PainTinG AND PxERSPEC- 
" TIVE MADE EASY, With Copper-Plates ; which he apprehends will be of the 
- greateſt Uſe in inſtructing Our Subjects in the Art of Painting: And being de- 
ſirous of reaping the Fruits of his great Expence and Labour, moſt humbly prays 
Us to grant him Our Royal Licence and Protection, for the ſole Printing, Publiſh- 
ing, and Vending, the ſaid Work, in the ſame manner as has been done in Caſes of 
the like Nature : We being willing to give all due Encouragement to this Under- 
taking, are graciouſly pleaſed to condeſcend to his Requeſt ; and We do by theſe 
Preſents, fo far as may be agreeable with the Statute in that Behalf made and pro- 
vided, grant unto him the ſaid Thomas Bardwell, his Executors, Adminiſtrators, 
and Aſſigns, Our Licence for the ſole Printing, Publiſhing, and Vending, of the 
ſaid Work, for the Term of Fourteen Years, to be computed from the Date 
hereof ; ſtrictly forbidding all Our Subjects within Our Kingdoms or Dominions 
to reprint or abtidge the fame, either in the like, or in any other Size or Manner 
whatſoever ; or to import, buy, vend, utter, or diſtribute, any Copies thereof 
' reprinted beyond the Seas, during the aforeſaid Term of Fourteen Fears; without 
the Conſent and Approbation of the faid Thomas Bardwell, his Executors, Admini- 
ftrators, and Aſſigns, under his or their Hands and Seals, firſt had and obtained, 
as they will anſwer the contrary at their Peril; whereof the Commiſſioners, and 
other Officers of Our Cuſtoms, the Maſter, Warden, and Company of Stationers, 
are to take Notice, that due Obedience may be rendered to Our Pleaſure herein 
declared. Given at Our Court at St. James's the 29th Day of January 1756, in 
tac Twenty-ninth Year of Our Reign. „ - 1 | 
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The Want of this bur He is, bolfdh, one N bn 
why theſe Arts have never flouriſhed among uncivilized uncul- 
tivated Nations who, confined by too exact an Equality to 
the ſole View of -procuring the Neceſſaries of Life, have nei- 


ther Inclination nor Leiſure to purſue and cultivate Ornaments 


and Elegancies that diſtinguiſh the polite Parts of the World. 
An eaſy Situation, and Freedom from the Diſtreſſes of Neceſ- 
ſity, depreſſed with which, the ſtrongeſt natural Genius ſtrug- 
gles in vain to exert itfelf, are only to be found in the Favour 


and Protection of the Noble, the n and the Powerful. 


To this Lek perhaps, | EIS owes its Superiority over 
Climates equally bleſt with that happy Temperature, which 
might naturally inſpire the nobleſt Inventions, and excite and 
animate the Ambition of excelling, . + Ya 


Let this 1 my Lord, excuſe the Preſurption of beg- 
ging Leave to ſhelter this Work under your Lordſhip's 
Patronage. Your Love for the Art of Painting will, I hope, 


diſpoſe you to favour an Attempt to reſtore that eſſential 


Branch of it which is the Subject of the enſuing Treatiſe; the 
Decline of which has been univerſally acknowleged — 


lamented; and at the ſame time, your Judgment, formed on 


a Knowlege of its Principles, and Converſation with tlie belt 
Works of the greateſt Maſters, muſt prove a ſufficient Pro 


An _ Recommendation to the World: 


fees my Lord, tight: I indulge the Warmth of my Heart, 
I could be tempted to _— on a Character, that -would 
; employ 


DEDICATION. V 


eaiplay the utmoſt of the Painter's Skill, without incurring 
the Imputation of, what we are ſo often accuſed of, Flattery. 
But I drop the Pencil, though I pretend to ſome Skill in 
Colours: Mine are all too faint for the Subject; and I 
will not daub what I cannot adorn. - 


The many Favours and Benefits your Lordſhip has heaped 

upon me, make this but an Offering of Gratitude moſt ſtrictly 
due; and upon this Topic I can never ſay enough ; nor no- 
| thing ſhould induce me to be inclined, but as I am ſure it 
would be diſagreeable to your Lordſhip to hear a Repetition 
of thoſe Favours, your Generoſity made it a Pleaſure | to 
confer. 


May you be long happy, in the pleaſing Power of making 
others ſo; and may every Object of your Beneficence retain the 
_ fame grateful Senſe of it, and make the fame Return, in a 

ſincere Devotion to your Service, with, 5 


My Loxd, 
Tour Lordſbip's 
Uu, obiiged, 
5 bumble, 
2h and Moft obedient Servant, 


T. BARD WELL. 
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INTRODUCTION. 


I is an Obſervation of Pliny s, that the Ancierits e 
with four Colours only, and out of them made all their 
Teints. Monſieur De Piles is of Opinion, that it was 
out of theſe they made their Grounds, or what we call 
the Dead-colourin B- 


Ho it really was, Time has put it out of our Power to'deterrine : 
But if we ſuppoſe thoſe four principal Colours i in Perfection, then, I think, 
it can be no longer doubted, but that from them might be made all the 
various Colours in Nature. For my part, I cannot believe, that the four 
capital Colours of the Ancients would mix to that ſurpriſing Perfection 
we ſee in the Works of Tan and Rubens, And if we have no certain 
Knowlege of their Method of Colouring who lived' in the laſt Century, 
licw thould we underſtand heirs who lived near Two thouſand Years - 
ago? ? And why the Method and Practice of Colouring, Which was ſo 
A 4 . 3 .. well 
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2 INTRODUCTION. 


well known to Rubens and Vun Dyck, ſhould not be continued Jon to. 
the preſent Maſters, is to me ſurpriſing. 8 75 


J muſt confeſs, I have often thought, and ful believe 05 choſe Ps, 
who had acquired ſo fine a Manner of Colouring, might, if they pleaſed, 
have communicated it to Poſterity i in Writing : But I never heard, that 
any Attempt was made towards it; tho' tis probable there might be ſome. 
It is aſtoniſhing, nevertheleſs, all Europe ſhould ſuffer alike at the ſame 
time, for want of that noble Frankneſs and generous Spirit, which might 
have been expected from thoſe Maſters ; and which would have done the 
World more Service than their Pictures.“ 


It is A Ghia the Works of their Pupils, that = TRE knew it, becauſe 
in their Pictures we ſee the fame Sort of Colours and Colouring : And 
from the little Variety of capital Colours, and Sameneſs of Method. uſed. 
by them, it is not to be doubted but the Whole was aden in a few: 
Principles, neither difficult nor tedious. 1 


If we trace the Art through its ſeveral Declenſions, we ſhall find 
Rembrandt, ho was Maſter of all the Parts of Colouring in the higheſt 
Degree, lived to the Year 1668. Next to him was Zouft, who died in. 
England about eight Vears after. Zely, lived to the Year 1680. Rethy, 
who was Zouft's Diſciple, ſurvived them, and was left the beſt Colouriſt 
. we had. Mr. Richardſon, vrho died about. the Year 1745, was his Pupil ;, 
but, in my Opinion, in point of Merit much his Inferior. Reily, I think, 
declined in the lame Proportion to Zeuſt, that Zouſt did to Rembrandt. 


As all theſe Maſters, from Rembrandt, ſunk gradually Lei each other 
in the Art of Colouring, we uy with Certainty date the Declan of 
that Art from him. | | 


I cannot attribute this gradual W in 2 W of ſo TED 
ing an Art to any thing but Inability, or want of that Generoſity I have 
before mentioned, or both. .'Tho' theſe Gentlemen were not able to give 
us ſo perfect an Account, as. the Great Maſters, yet they might have com- 
municated what they learned from them; and if it was againſt their own. 
private Intereſt to have. publiſhed it whilſt they practiſed, they ſhould, out 
of. a ns Food: to * of. A * to the Art e left it 
behind 


3 iy 
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betänd em to Have given to "—_— an A of reaping the 
— of their Studies. 
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I flatter myſelf that the following Sheets, ee original "hp for my 


own Uſe, contain ſomething that may be of Conſequence i in ſtudying this | 
Art; and hope the practicable Method of Colouring here laid downi, 


which has been the Reſult of much Study, and long Experience, and 
which I now uſe, will be found both uſeful and agreeable, | 


In the Courſe of ſtudyibg this Part of my Art, as I could ave no 
Affiſtance from the Living, I found myſelf obliged to make my Court. 
to the Dead ; I mean their Works. And tho' I have had very little Op- 
portunity to ſtudy even them; yet, from the few I Have copied, I have, 
after a tedious Courſe of Miſtakes, at laſt, by mere Dint of Labour, and 
the Aſſiſtance of Genius, ſuch as it is, found the x following Method of | 
Colourin 8 9 70 eaſy and expeditious. | 


"Palin foe De Piles, ſpend many Years in the 8 of 1 
which they might have attained in a little time, had they hit at firſt upon the. 
right Path; This Truth I have experienced; and confeſs, that the Works 
of Van Dyck and Rembrandt are the ſureſt Guides to Nature. It is out of 
theſe moſt excellent Maſters, that I have eſtabliſhed my Method: It is 
from their Pictures have found the firſt Lay of Colours; and from them 
J have learned the Virgin Teints, and finiſhing Secrets; tho I have always 
PR them to Practice from Nature, | 


In the Method of my Work, I begin with a ſhort and plain Account of 
the principal COLOURS uſed in the FLESH : N ext 1 follow wh the Fein- 
cipal TW rs. 4 OY 

_ FirsT PAINTING, or Dzap-CoLovnixG. 05 

SECOND PAINTING. , | Re 

TriRD, or LAsT palxrixd. 

Of Painting Back-GRounDs. 

Some Remarks-on CO- Ye. 

Of \DRAPBRY-PAINTING. f 

Of LANDSCHAPE-PAINTING. | 

A new, lber, and familiar Acoount of the Art * PenSPECTIVE... 
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All theſe Particulars I have endeavoured. to make familiar, clear, and 
inſtructive, without Deſign to flatter or offend; and thro the whole 


Counſe of the Work I have had the utmoſt Regard to Truth. 


The Motive of my Publiſhing is ſolely the Benefit of the Art. Such 
as are born with a happy Genius, tho' deſtitute of a Maſter or Guide, 


may, from theſe Inſtructions, acquire a competent Knowlege of Colour- 


ing, almoſt without ſtudying. Here the Lovers of Painting, who ſtudy 
for their Pleaſure and Amuſement, may be conducted eaſily, ſtep by ſtep, 
to the Secrets of that Art, which, of all the OW! ae, affords * 
1 the e n to the Minc. 


It may be objcfied to me by ſome, That my own Works 45 not ſhew 
1 have either acquired or revived that Art, which, according to my own 
Confeſſion, has a. long time lain dormant. I am not the proper Perſon. 
to anſwer this Objection: Nevertheleſs; I have ſome Copies by me, that I 
will leave to Judges to compare, in this Point, with any Painting that has 


been done for the laſt ſixty or ſeventy Years. And I believe I could con- 
| vince any Artiſt, even at twice painting a Head from the great Maſters, 


that my Method will certainly anfwer to all their Variety. of Colouring. 
And ſure every ſenſible Painter will grant, that that Method which comes 
neareſt to Van * and clan ar "will ns be the neareſt Way to 


| Nature: 


Sace 1 have eſtabliſhed myſelf i im theſs Principles, 1 EY inform the. 


Reader, that I make no Difference in the Method of the Working between 
5 Copying, and painting from Nature. Had I known, at my firſt ſetting out, 


as much as I have ſince learned; I ſhould have approached: much nearer to 
thoſe great Maſters. Others, who have the Advantage of Youth, may, 1 
am perſuaded, attain the End I propoſe. It is for them that I write; and 

moſt ſincerely with the Rules I lay "_ op: cog to Felder ſo 


divine an Art. | 2 20 


Monſieur De Piles how Titian and Renbratide each * ir fie Lay: 
or Grounds, very near alike ; and with Colours that kindly united, and were 
as near to the Life as pad; on which they laid their Virgin Teints with 


e light Strokes of the Pencil; and thus 138 imitated the Ferre and Freſbneſ of 


Ar. 


fs "ih 
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Nature. They were convinced that there were certain Colours, which 
deflrayed each other,” if they were mixed to Exceſs ; and that — ſhould be 
_ as little ſakes as peſfible by the Motion 7 the Pencil. | 


It would be Folly i in any n at this preſent time, to aſſume ſo much 
an in the Art of Painting, as Monſieur De Piles really had; who 
was a Man of Genius and Learning, that made Painting his principal 
Study, and travelled on purpoſe to complete his Knowlege! in that delight- 
ful Art; was intimately acquainted with the Painters in his time, who 
aſſiſted im! in ſtudying the Works of the Great Maſters, which he care- 
fully examined; and from which he made his Reflections, and judicious 
Remarks. This was when the Works of Van Dyck and Rembrandt were 
more in Perfection, get in an Age when Paintin 8 Was better underſtood. 


151 it it poſſible for any thing to be more plain and intelligible; than theſe 
two moſt excellent Remarks of Monfieur De Piles ; which contain the prin- 
cipal Matter and Foundation of · Colouring ? This i is vaſtly different from 


theirs, whoſe Colouring is, as they pretend, to change and wear to the . 


Complexion : 'Tho' this may anſwer their Purpoſes, yet none that ſtudy 
the Art of Cobouring will, I hope, believe it. It is certainly true, that 
the Great Maſters imitated Nature in their Firſt Painting or Dead-colour- 
ing, ſo far as they could without dirtying the Colours, omitting only the 
finiſhing Touches and Colours, that ſhould come laſt; which I deſign to 
ſhew in the Courſe of this Work, in the moſt intelligible manner I can, 
_ ary RA to the Rules and d of my preſent Practice. 


5 Some render i imagine the Great Maſters had Colours, which we have 
no Knowlege of; and it is probable they might: Yet I confeſs, I ſee none 
in the Pictures of Van | Dyck and Rembrandt, but what are common to 
Painters 3 only ſome of them are better than ours, which would be reme- 
died, if that Art was more encouraged by the Painters. Thoſe we have, 
I am Emp would 5 woe much finer, if they were laid on proper 
Grounds. 


A Painter ſhould "ww as Sins Regard o is Fir un a ne . ws ; 
the ſucceeding Parts of his Work. Sir Godfrey Knellker, in Lelys time, 
des any * and Firſt Lay of Colours, 
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on ſuch Cloths as Lely uſed : But after his Death he ſoon fell into aſlighter 

manner, which was more agreeable to his Genius and Inclination, and 
invented the cold grey-coloured Cloths, on which he eſtabliſhed his flight 
expeditious manner. Then was the time, when the Painters expoſed 
their Underſtanding, in neglecting the charming Stile of Van Dyck, to 
follow Kneller. But tho' Colouring was not his Talent, yet he was in his 
time the beſt Face-painter in Europe: Nor has there been an Artiſt: ſince 
him, whoſe Heads can ſtand any Compariſon with his. After him, Co- 
louring hung here for ſome time between the Manners of Mr. Richardſon 
and . 3 the F tg of ings Inc _ in 1588 N Her 


Having traced the At of Painting 1 its 7 Declenſions, I I will 
venture to give my Opinion on it, as it ſtands at this preſent time, in 
regard to Portraiture ;: and. hope to do it ſuch a manner, as to offend 
no-body that may differ from me. If I may be allowed to judge from 
the Pictures brought home by Gentlemen from abroad, as the Works of 
the moſt eminent living Maſters, I may, without Partiality, affirm, that 
Face: painting is no-where ſo well performed as in England, notwithſtand- 
a ing the Frejudices of ſome in favour of Foreigners : Nor is it at all fur- 
priſing it ſhould be ſo; fince, where there. is the greateſt Encoutagement 
to an Art, thither the moſt eminent Maſters in that Art will reſort, and 
there it will be improved to. its greateſt Height. It is well known, that 
no Nation in the World delights ſo much in Face- painting. or gives ſo 
generous Encouragement to it, as our on; and it is equally known, that 
no Country affords ſuch Helps in regard to beautiful Nature. We have 
alfo the greateſt Number of Van Dyc#s Pictures, and the reſt of the beſt 
Face-painters ¶ Rembrandt excepted); of any People: And it ſeems rea- 
ſonable, from theſe Obſervations, which are founded on Matter of Fact, to 
infer, that England, is preferable: to all other Nations whatſoever in this 
reſpect, and the beſt Flage ba hfying the Art of Face-painting. i 


I cannot but indulge a fort of Compaſſion for thoſe Artiſts, al do fon 
other miſtaken Men, who conceive it abſolutely neceſſary to traverſe Tay 


and other Countries, waſting that Time abroad, which; in mi humble Opi- 


nion, may be employed at leaſt as well. at harna, ĩn ſtulying che Works t 


Van * N anch the mimte Beauties of the Engliſh Lads _— 


COLOURS 1 


* much preferable to the Antiques, as che animated d Beintticd of 
A eee = 


Iam formed Give: is a Scheme on F oot to eſtabliſh a an ry for 
Painting and Sculpture: I wiſh it may ſucceed, as it muſt probably in 
time improve thaſe Arts to the higheſt Perfection, and will of courſe do 
Honour to the Nation, and to the Nobility, who will, from frequenting 
it for their Amuſement, learn the ear of thoſe N and fo become 


| real Judges. 


of the principal Colours ed 3 a the Fleſh, from which all 25 
| __, the Teints are made. | 


ILA Ke Wr r, or FINE WRITE, is the ber White we 

have. This Colour fiould be ground with the fineſt Poppy Oil 

that can be made. At preſent our White is bad, on account of the Oil, 
which is not really Poppy. White is a. friendly working. Colour, and 
comes forward with Yellows and Reds, but retires with Blues and Greens. 
It is the Nature of all Whites to fink into whatever Ground they are laid. 
on; therefore they ſhould be laid on white Grounds, | 


2. IvoRY-BLACK is the beſt Black we have: It i is a Colour which 
fmpathizes and mixes kindly with all the other. It is a true Shade for 
Blue. Ivory-Black and a little Indian Red make the beſt general Shadow- 
colour that can be. It is ground with Linſeed Oil, and uſed with drying 
9 Black i is a cold retring Colour. : | 


3. eee is the fineſt Blue in he World. It is a tender 
retiring Colour, and never glares; and: is a beautiful glazing Colour: I 
| hedges pig Oy. ; 


. PRUSSTAN bey ie Blue, and a kind * Colour. Te is 
ground with Linſeed Oil, tho I think Nut Oil is more proper. It ſhould 


een but in the green Teint, and the Eyes. 
5: LICHT 


8 8 COLO UR 8. 
5. Liehr Ox ER is a friendly mixing Colour, and — in 
the Fleſh : It is uſually ground with Linſeed Oil, but Nut Oil is better. 


All Vellows are Kites R N Reds, and Wars with Blues and 
Greens. . 


6. LicuTRED is 3 but fine light Oker burnt : This and White 
in mixing produce the moſt perfect Fleſh-colour that can be made. It is 
a beautiful, clean, kind, working Colour; but too ſtrong for the White; 
and therefore will grow Her. It ſhould be ; ron and uſed with Nut 
Oil. 


. No VeRMILLION, but what i is made of the true native Cianabar| 
ſhould ever be uſed. It will not glaze; but is a fine Colour when it is 
7. It is „ with Landes Ou, and: ſhould be ola: with TOR g 


8. CarmiNe is the Walt Baal Climior 2M can be : It is a middle 
Colour between Lake and Vermillion.; is a fine working Colour; and 
glazes e It ſhould be param with Nut * and uſed with 


drying Oil. 


2 LAxE i is a tender; 8 a Red; * of no ſtrong Body; 
therefore it. ſhould be ſtrengthened with Indian Red. It is the beſt 
glazing Colour that can be uſed. . It i is ground with Linked Oil, and. uſed 
with drying Oil. 


10. IV DIAx Rep 3 is a long, bleslant, 3 Figur; but will not. 
| glaze well; and when med with White, falls a ee into the Lead. It 
is 18 and uſed as e Lake. „ | 
11. BROWN PINK is a fine glazing Colour; but of no ſtrong Body: 
In che Fleſh it ſhould never join, or mix with che Lights; becauſe this 
Colour and White antipathize, and mix of a warm dirty Hue; for which | 
Reaſon their Joinings ſhould be blended with a cold middle Teint. In 
glazing of Shadows, it ſhould be laid before the other Colours, that are 
to enrich. it: It is one of the finiſhing: Colours, and therefore ſhould 
15 Ever, be. uſed. in e ee It is een n dnn 
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12 Bonn” bak is 2 f warm Brovin and 2 good working | 
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0 the principal TI NT s that are abſolutely neceſſary Yar 
Painting Fleſh; all which are made from the e 
: Colours. ä | „ 


* "IF: ; . 4 4. 2 


- 


* 
4. 


leur RED Ter i is —_ of Light Red 2 White: : It is the 

F moſt kind and beft conditioned of all Colours, for the general 
=o" of the Fleſh. - With this Colour, and the Shade-Feint, we 

| ſhould make out all the Fleſh, like Claro Obfcuro, or Meazotinto. We 


- ſhould alſo remember, that this Colour will grow darker ; becauſe it is in 


its Nature too ſtrong for the White; therefore we ſhould improve it; 
that is, mix ſome Vermillion and White with it, in proportion to the Fair- 
neſs of the Complexion: And tho it is thus mixed, yet I thall call it the 


Light-red Teint in all the Courſe of the Work; Veda I would not have 


the Vermillion Teint confounded with it, as if there was no Difference. 


FY 


— 2. VenMiiion TEin7 ir only VertiAicn end White mixed 10 2 


9) Teint* It is the moſt brilliant Light-red that can be: It eee 
"beſt with the White, Light-red, and Yellow: Teints: | 


241 — * 


3. CARMINE Tein T-is indes and Whine ate . W 3 

© hes. It is of all Colours the moſt beautiful Red that can be for the 
| Checks and Lips: It is one of the finiſhing Colours, and ſhould never 
be Aas 6 
mixing. ; 1 21 * 38 #4 Foes | 1 of 
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10 EI N T 8. 
can be uſed in the Fleſh, for clearing up the heavy dirty Colonrs ; and 
therefore, in changing, will FRI and mix kindly. H 


5. YELLow TIN r is often made of Naples Yellow wk White; 


but I make it of light Oker and White, which. is a good working Octane. 


Remember the Oker is too ſtrong for the White; therefore we ſhould 
make a little Allowance in ufing it. It follows the Light-red Teints, and 
ſhould always be laid before the Blues. If we lay too much of it, we 
may recover the Ground it was laid on with the Light-red Teints. © 


6. BLux TENT is made of Ultramarine and White, mixed to a lightiſn 
Azure: It is a pleaſant working Colour: With it we ſhould blend the 
Gradations. It follows the Vellows; and with them it makes the Greens; 
and with the Red it produces the Purples. No Colour is ſo * for 


blending down, or ſoftening the Lights into Keeping. 


7. LEAD TzmrTi is made of Ivory-Black and fine White, cad to a 


middle Degree: It is a fine retiring Colour ; and en IS A's * 
Vie in the Gradations, /1-45-00ghrrnnſins, cue BF 505 Hd ene tie 


8. Green TrIxx! is made of Pruſſan, light Oker, and White : This 


- Colour will dirty the Lights, and. ſhould be laid ſparingly in the middle 
: Teints. It is moſt uſed in the Red en here ee are too Ae 


It is of a dirty antipathizing Nature. 


9. SHAD x-TEINT is made ef, "FE, a Red, Black, and White 


mixed to a beautiful urrey Colour of a middle Teint: This is the beſt Colour 


for the general Ground of Shadows ; for which Reaſon I call it the Shade- 


Teint: It mixes with the Lights delightfully, and produces a pleaſant clean 
Colour, a little inclined to the rediſh Pearl. As all the four Colours of its 


- Compoſition are of a friendly ſympathizing Nature, ſo conſequently this 
will be the ſame; and therefore my be As os; * the Addition 
of any other Colours... ir 3 | 


. e Noting br hs eat} he iid Re: 
It is a charming working Colour, and a good Glazer : It ſtrengthens the 


Shadows on the Shade-Teint ; and receives, when it is wet, the Green and. 
. _ Teints agreeably. It is a good Ground for all. dark Shadows. 


1 Warm 


— 


FIRST PAINFING. 17 

11. WARM SHADE is made of Lake and Brown Pink, mixed to a 
middle Degree: It is a fine Colour for ſtrengthening the Shadows on the 
Shade-Teint, when they are wet or dry. We muſt take care that it does 
not touch the Lights, becauſe they will mix of a dirty Sun woda; and 
therefore ſhould be ſoftened with a tender cold Teint. 


12. Dark Suan is made of Ivory-Black and a little Indian Red only. 
This Colour mixes very kindly with the Red Shade, and ſympathizes 
agreeably with the middle Teints in the Dead-colouring. It is a charming 
glazing Colour for the Eye-brows and darkeſt Shadows. It is of all hs 
moſt excellent n, N one o the fineſt workin 8 an we 
hape. | | 


J 


—— 


FI RS r PAINTING. 


0 

The Colours ang Teints that are neceſſary for the F iſt Paintin 1 
: 2 & the Fleſh | 
1. INE White. | 
T 2. Light Oker-----and its two Teints. 

4: Light Red and its two Teints. 
4. Vermillion- - and its Teint. 

5. A Teint made of Lake, Vermillion, and WARE 

6. Roſe Teint. nc | 
F. Blue Teint. 
3. Lead Teint 

9. Green Teint. 


10. Half - ſhade Teint is made of Indian Ned, and White. 
11. Shade-Teint. EZ | 

12. Red Shade. 8 WES 

13. Warm Shade. . 


2 The F iniſhing Pallet for a fine Ct requires fix more ; wiz. 
e and its Teint, _ Brown Pink, Ivory-Black, and Pruſſian 


Blue. ; 
(2:4 e 


32 ð BIN T Ani 
The Firſt Painting, | louring, I divide into 'Fwo Parts: The 


Firſt, I call Rite Lay, 1 nee bre ** Wan on the 
Vein Teints. g 


The firſt Lay of Cs conſis of Two Parts: The tre is is as Work 
of the Shadows only, and the other that of the Lights. 


The Work of the Shadows is to make out all the n very cor- 
fectly, with the Shade - Teint, in the fame manner as if it was to be done 
with this Colour only; and remember to drive or lay the Colour ſparingly. 
The Lights ſhould be all laid in with the Light-red Teint, in different De- 
grees, as we ſee them in Nature: Theſe two Colours united produce a 
clean tender Middle Teint; for, mixing with the Shade-Teint, they turn 
to a pearly Hue; and by ſtrengthening them with the Light-red, we may 
work to a very good Refemblance. In uniting the Lights and Shades, 
we ſhould uſe a long Softener, about the Size of a large Swan's-quill ; 
which will help to bring the Work into Character, and leave the Colour- 
ing more delicate ; then go over the darkeſt Shadows wk *the Red or 
Warm Shade, which will Keith the firſt Lay. 2 


The Warm Shade being laid on the bade Teint improves it to a 
warmer Hue; but if laid inſtead of the Shade-Teint,”'it will dirty and 
ſpoil the Colours it mixes with; and if the Red Shade be laid firſt, inſtead 
of the Shade-Teint, the Shadows would then appear too red and bloody ; 
therefore, notwithſtanding theſe two Colours are the beſt that can be for 
the Shadows, yet they are too ſtrong to be laid alone; which is a Proof of 
the great Uſe and Merit of the Shade-Teint. Here we may obſerve, that 
the Shade and Light-red Teints are ſo friendly and delicate in their Natures, 
that they will not dirty, tho' we are continually changing them: How 
proper then, and agreeable to our Purpoſe, are they, for making the moſt 
principal Part of the Likeneſs, when in altering and hanging they oy 
produce a clean Colour of the inviting pearly Hue * £ 35 


The Siem Part of the Firſt en. 


254 ith order to ſiniſh the Firſt Painting, improve the Reds and Yellows to 

: the -Complexion, and after them the Blues; obſervings: that the Blues on 
the Reds make the Purple, and on the Velos produce the Green. The 

| lame 


— 


FIRST PAINTI XG. 13 
fame Method is to be underſtood of the Shadows; but be ſure to leave 
them clean, and not too dark: Therefore Allowance ſhould be made in 
their Grounds with the Light-red; becauſe glazing them will make them 
darker. When the Cloth is of a dark or bad Colour, there muſt be a 
ſtrong Body of Colour laid all over the Shadows, ſuch as will not fink into 
the Ground, but appear warm, and a little lighter than the Life, ſo that it 
may be of the ſame Forwardneſs to finiſh, as if it had been a light Ground. 
Therefore the Buſineſs of Dead-colouring is, that we leave it always i in 
the ſame Order for finiſhing, tho' the Colour of the Cloth be Po the 
Robert.” bk 


+ am a by Eleyieviinbe, that the nn of Shadows, i in whet 
we call the Dead-colouring, ſhould be ſuch as will ſupport the Character 
of the finiſhing Colours; which Ground muſt be clean, and a little lighter 
than the finiſhing Colours; I fay, a little lighter, becauſe the Finiſhing of 
Shadows is glazing ; and no other Method but glazing can leave ſuch 
Brilliancy and Beauty as they ought to have: For I find, that glazing the 
Shadows in the Firſt Painting is not fo proper as laying a Body of Shadow 
colours, that are very near to the Life, tho a little lighter : Theſe may be 
glazed and touched upon, when dry, with a great deal of Eaſe : But if we 
begin the Firſt Painting with glazing, we thall find it will ſtare, and be of 
no-uſe;; , and the ſolid Colours, which are laid on it, will look heavy and 
dull ; therefore all Shadows and Colours, that are to be glazed, ſhould be 
done with Colours of a clean ſolid Body ; becauſe the Glazing is more 
laſting, and has the beſt Effect, on ſuch Colours. Remember to leave no 
Roughneſs ; I mean fuch as will appear rough, and interrupt or hurt the 
Character bf the finiſhing Colours ; which, by examining the Work whilſt - 
it is wet, with a ſoft Tool, or when it is dry, with a Knife, may be avoided, 
as it will eaſily take off the Knots and. rougheſt Parts. 


- The Light-red ad White improved i is ſuperior to all other Colours for 


© thi firſt Lay or Ground ; which ſhould be always done with a full Pencil 


of tif Colour, made brighter than the Life, becauſe it will fink a little 
in drying. The greater the Body and Quantity of Colour, and the ſtiffer 

it is laid, the leſs it will fink :- Every Colour in drying will ſink, and 
partake, in proportion to its Body, of the Colour it is laid on: Therefore 


| all the Lights of the Fleſh, if not laid on a light Ground, muſt conſe- 
E | quently 


— — — 4 es o =_ 9 2 A = — F n 2 n 
— o * - — 2 — — os. 3-8 * d E n ns . o 1 * 2 8 8 8 4 _ — " * 
—— — os * — * "IE, — - — — _ —— — = TIER : T — N 2 
Fa x . — 
** 4 ” — — — — - — * _ 1 2 —— 4 — — . 
27 OD ' ; 5 _ rn — * — 
. 
* 


» > = a r 2 
«Dons > nr ,, Prouenr en Ants Ae SS” 
ade . 
* 
* 
» , * 


— — 82 * 2 » 
— A 
o * nn „ HW "is. 


14 SECOND PAINTING, 


quently change a little from the Life, if there is no Allowance made. The 
Shade- Teint for the Shadows ſhould fall into the Roſe Teint, as the Com- 
plexion grows delicate; all which ſhould be lightly united, with a ſoft long 
pointed Hog- tool, to the Liglrts, making out the Whole like Mezzotinto. 


I believe the great Maſters very ſeldom ſweetened or ſoftened the Co- 
lan but in uniting the firſt Lay, they were very careful in preſerving 
the Brightneſs of their Colours, and therefore did not work them below 
the Complexion. For to force or keep up a Brilliancy in the Grounds, can 
only be done with the Whites, Reds, and Yellows; which Method will 


make up for the Deficiency of the White Grounds: Therefore, the Firſt 


Painting ſhould be left bright and bold, and the leſs the Colours are broken 
the better. We ſhould forbear uſing any Colours that will prejudice them, 
and be contented to add what is wanted the next Painting; where if we fail, 

a clean Rag will reſtore the firſt Ground. | 


FFC 
SECOND PAINTING. 


HE Second Painting begins with laying c on the leaſt Quantity that 
can be of Poppy Gil; then wipe it almoſt all 4 with a ay —— | 
of a Silk Handkerchief. ; 


The Seccnd Paintin g is alſo divided into Two Parts: 35 I call the 4 | 
Lay of the Second Painting ; which'is ſcumbling the Lights, and glazing 
the Shadows: The other, finiſhing the Complexion with the Virgin 


Teints, and improving the Likeneſs, as far as we can, without daubing. 


SCUMBLING, is going over the Lights, where they are to be changed, 
with the Light-red Teints, or ſome other of their own: Colours, ſuch as 
will always clear and 1 improve the Complexion, with ſhort ſtiff Pencils; 
but ſuch Parts only as require it; otherwiſe the Beauty of the firſt Painting 
will be ſpoiled, and we make ourſelves double Work. | 


The Light-red Teint improved, is the very. beſt Colour that can be for 7 
Scumbling, and 1 improvin 8 the N in general. Where the Shadows 


and 


T-HIRD PAINTING. 15 


and Diving are to be corrected, we ſhould do it with the Shade-Teint, by 
driving the Colour very ſtiff and bare, that we may the eaſier retouch and 
change it with the finiſhing. Teints. Some Parts of the Shadows ſhould be 
glazed with ſome of the tranſparent 'Shadow-Colours, ſuch as will improve, 
and come very near to the Life; but be ſure not to lay on too much of it, for 
| fear of loſing the Hue of the firſt Painting, the Ground of which ſhould al- 
ways appear through the Glazing. Be very careful, in uniting the Lights 
and Shades, that they do not mix dead and meally; for the more the Lights 
mix with the Shades, the more meally thoſe Shades will appear. Thus 
far the Complexion is prepared and improved, in order to receive the Vir- 
gin Teints om finiſhing, Touches. £ | 


Tt Second Part of the Second Painting, 


{90 to go over the Gongplexion with the Virgin Teints : Theſe are the Co- 
| lours which improve the Colouring to the greateſt Perfection, both in the 
Lights and Shadows. This ſhould be done in the ſame manner as we laid 
them in the ſecond Part of the firſt Painting; that is, with the Reds, Yellows, 
and Blues; blending them with delicate light Touches of the tender mid- 
dle Teints, without ſoftening. We ſhould leave the Teints and their 
Grounds clean and diſtin, and be content to leave off whilſt the Work is 
fafe and unſullied, leaving what is farther required for the next Sitting; for, 
in attempting the finiſhing Touches before the other is dry, we loſe the 
Spirit and Drawing, and dirty where-ever we touch. 
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De TRI D PAINTING, or FINISHING. 


I is to be fu ppoſed the Complexion now wants very little more Ty a 
few light Touches; therefore there will be no Occaſion for oiling. 


Begin with Safe g all the Glazing; firſt where the Glazing ſerves 
as a Ground or under Part; then we ſhould determine what ſhould be done 
next, before we do it, ſo that we may be able to make the Alteration on 
dhe Fart wich one Ane of 1 Fever r dre nn we move | 


8 e! en ON B. 


both the Glazing and the Teints; but if it happens that we cannot lay 
ſuch Variety of Teints and finiſhing Colours as we intended, it is much 
better to leave off while the Work is fafe and in good Order; becauſe 
thoſe few Touches, which would endanger the Beauty of tlie Colouring, 
may eafily be done, if we have Patience to ſtay till the Colours are dry; 

and then, without 18 * thoſe ene err ae e Strokes 2X 
thy Pencil. N | | 


1 


1 bins 72 Rembrandt touched. upon: his belt Pidutes a WY many 
Times; letting them dry between: It was this Method, - moſt. certainly, 
which gave them that ſurpriſing Force and Spirit, hich: is ſo inimitable. 
I find it much eaſier to ſoften the over- ſtrong Teints when they are dry, 
than when they are Wet; becauſe we may add the very Colours that are 
wanting, without endangering the dry Work. If any of the Colours of 
the Pallet want to be a little changed to the Life, when we are painting, 
it is much better to do it with the Knife on the Pallet, than witli the 
1 wee, the Knife wilt mix, Lows __ * in oof noe "Order at the 
Pegel. £# #5 £8 294 431 100 51 AN 
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AJ N Dyck made out the 2 in th 8 more «Hem the 
different Oppoſition and Harmony of the Colours, than from his 
; Knowlege of the Claro Obſcuro. I confeſs 1 cannot find in his Pictures 

that Intelligence of Light and Shade, which is fo ſtriking and beautiful in 

Rembratid's* Vati Dyct's general Method Was to be Very ſtill ad mellow, 

and to break the Colours of the Ground with thoſe of the Drapery. This 


Will certainly p roduce Harmony, the Principles of which Method belong 
only to the 14 of Colouring : But it is the —_—_ of by and Shade 


which gives that ſurpriſing ! Kees and Stren | 


oe S A+ Aw 


| made the Ground: juſt light — 4 to. ſhew her I gs and. Hair, 


„Which was a dark. Bro rown, in the greateſt Perfect ton The Ground was a | 
Vall, * which, near to the F ace, was Gb than the Shadows of the Fleſh, 
and 


ks 
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BACK-GROUNDS 17 


and the Light diminiſhed © artfully in the Gradations, chat though the 


Part round the Head was much darker, yet it appeared to be of the ſame 


Colour with that near the Fleſh. I muſt; own, I like this Method of 
relieving the Head from the Ground, better than Van Dyck's Method, where 
he has made the Ground almoſt of the ſame Colour with the Hair; and 
though I admit 
_ thoſe of the Draperies, yet I am not ſo much pleaſed, where there appears 
too near a Sameneſs, as I have ſeen in ſome of his Pictures, where he has 


His Way of breaking the Colours of the Ground with 


carried this Principle ſo near, that it is almoſt imperceptible. In Rembrandt's 
Pictures at Tarmoutb, the Lights and Shades are as viſible as thoſe in his 
Prints, and are remarkably broad, clear, and ſtill; the Shadows are very 


Warm and thin, and look as if they were painted all at once, with a 


Plenty of Colour, which appears tranſparent: Which n was 
done * wn the dead Nen 8 = 


The principal ur that are a * painting of eee in 


: Portraiture, as Walls, Buildings, or the like, are White, Black, Indian 


Red, Light and Brown Oker, Pruſſian, and burnt Umber, from which 
the ei icht 1 Teints are made, as follows: 


7 EARL is Ab of Black, White, and a little Indian Red. 
Leap, of Black and White, mixt to a dark Lead Colour. 
YELLOW, of Brown Oker and White. 
OL1ve, of Light Oker, Pruflign, and White. 
FLESH, of Indian Red and hits, mixt to a Middle Teint. 
. MuRREy, of Indian Red, White, and a little Black, mixt to a kind 
of f Purple, of a Middle Teint. 
TC STowe, of White, Umber, Black, and Indian Red. 
8. DAR K-SHADE, of Black and Indian Red only. 


Here the Lead Teint ſerves for the Blues ; the Fleſh Teint mixes agree- 


ably. with the Lead; and the Murrey'i is a very good blending Colour, and 
of gteat Uſe where the Olive is too ſtrong. The Umber, White, and 
Dark Shade, will produce a fine Variety of Stone Colours: The Dark 
Shade and Umber, uſed plentifully with drying Oil, make a charming 


arm Shadow- Colour. All the Colours ſhould, be laid with drying g Oil 


. nt they mix and ſet the better with the Softener. 8 
D | Where 
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\ Where the Marks of the Trowel ure 1 ſtoong is che Prinihg f dee 
n chat one Body of Colours will not be ſufficient td ednceab it, we 
Mould lay a Colour to prevent it; which ſhould be dry, e e 
40 e e e e ne ere ne AO 


Tur Method of Painting Back-grounds, L divide i into two \ Patty, 


The Firſt Part is the Work of the Firſt * The Second is to fallow | 
en that with the Haithing Teints. I 


ea. b 


Ws dee n from the ſhadowed Side of the Head, a paint 
the Lights firſt; from them go into the Gradations and Shadows, which 
ſhould be done with a large ſtiffiſh Tool, very ſparingly, with the Dark 
Shade and White, a little chan god with the Colours that will give it more 
of the required Hue, but very near in are to Tone and Strength leaving 
them like Mezzotinto. | | 


The dark and warm Shadows ſhould be laid before the Colours that 
join them: This we ſhould do with the dark Shade and Umber, drove with 
drying Oil: I fay, before the Colours that join them, becauſe, if thoſe 
Colours were laid on firſt, they would. interrupt and ſpoil the Tranſparency, 

which is their greateſt Beauty. The more the Firſt Lay is drove, the eaſier 
and better we may change it with the Finiſhing Teints; therefore we * 
lay them with the greater Body. 7 


The Second Part is to follow dire, whilſt the Firſt Lari is wet, 
with thoſe Teints that we think are e and finiſh. 
| N ä LE 8 


Begin with \ heLighwfet; and e e and finiſh | 
them, ve do it with warmer Colours; and let thoſe he accompanied with 
fine tender cold Teints. The lighteſt part of the Ground is always neareſt 
to the ſhadowed Side of the Head: This is the Part which governs all t 
reſt; and ſhould be painted with a Variety of light, warm, clear Colours 
which vaniſh, and loſe their 9 imperoeptibly, in the Orailations. 

| Theſc 
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BACK<GROUNDS. 19 
Theſe ſhould be laid with a kind of cloudy Touch, rather than ſpotted; 


and we muſt take care that we do not cover nr 


but dender it as the principal Colour. | ; 
Fr —_ the . we go to the Gradations and. Shadows; for when the 


E Lights are well adapted to produce and ſupport the Head, it is ealy, I think, 


to fall from them into whatever kind of Shadows we ſhall find moſt pro- 

per for our Work; Then ſoften and blend the Whole with a long large 
Hog-tool ; which, with the Strength and Body of the drying Oil, will melt 
and ſweeten all together, in ſuch a flattering Manner, as will ſeem ſurpriſe- 
ingly finiſhed. Remember the Teints will fink, and loſe a little of their 


Strength and Beauty in drying. All the Grounds, as Walls, Cc. ſhould be 
' finiſhed at once Painting ; ; but if they want to be changed, we may glaze 


them with a little of the dark Shade and drying Oil, drove very bare; on- 
which, with a few light Touches of the Colour that is wanting, we may 


improve their Hue, The dark Shadows may alſo be ſtrengthened and im- 


proved by Glazing, which ſhould be done after the Mee are near finiſh- 
* for fear of making them too ſtrong. | 


gy fas. Rembrandts 8 Grounds are rather brighter ü in ths Lights, and have 
more Variety of Teints, than any other Painter's : And to be ſure he had 
obſerved, and juſtly too, that thoſe Teints diminiſh in Proportion with the 
Lights: Therefore his Shadows have but a faint Appearance of Teints. He 
undetRood the Oradations in Perfection, by mixing and breaking the Firſt 
Lay of Colours, ſo nelly, that they flatter us in regard to their real 


Strength. | 
Freſuoy ſays, Let the Field o or 1 Tp th e Pike be pleaſant, free, 


traufient, light, end well united with Colours which are of @ friendly Nature 
46:cach alert, and of ſuch a Mixture, as that there may be fomething in it of 


e thut compoſes your: Work, as it were the Contents of jou os Pali, 
De Piles. ſays, Parity of Teints, very near of the fame Taue, employed 


= th . Figure, . aol the went 5, Derr 1-35 8 n. 


e nn e eee . 
and hould be done with clean OT 2 near Hue to che intended 


Curtain 3 


26 | COPYING 


Curtain; füch as will arpen de nihing Colowis: n e 
ſort of Keeping, and near in regard to their Tone in the Lights, but 
much ſofter in the Shadows. All which ſhould be mixed and broken with 
the Colours of the Ground; and, as Preſnoy ſays, Bodies that are back in 
the Ground, ſhould be painted with Colours allied to Thoſe of the Ground it- 
/e 7 It will often happen, for want of the Life, or ſome Deſign, that 
we cannot make the Folds the firſt Painting; we ſhould then leave the 
Maſſes of Light and Shadow, in regard to the Keeping of the Picture, 


broad and well united together, ſuch as may ſeem eaſy to finiſh on. The 
Colours of the Landſkip, in Back- grounds, ſhould be broke and ſoftened 


alſo with thoſe of the Parts which join them. This Method brings them 
into Keeping, which will make all the Parts of the Ground as it were 
of one Piece, - ſo that the different hk do not ſtare, nor cut at their Extre- 


mities. Reer, r 10 525 Pot. 
11 


| The Sky mould be broke with the Lead and the Fleſh Teints: Aris Mur- 
rey Teint is of great Uſe in the Grounds of diftant Objects; and the Umber 
and Dark Shade in the near Grounds : The Greens ſhould be more beau- 
tiful than we intend them, becauſe they will fade and grow darker. Aſter 
all is painted, we ſhould go over the Whole very li ghtly with the Siftcker, 
as we did the Grounds, which will make i it look a greedy: e, Ip 
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TT (HE. Autor of the Auafs of Br Fi de din Uf r 
1 Copying in his true Spirit and Genius; ; treating with Ridicule one 
of the moſt uſeful Parts of Paddy” "This 1 impute to his Want of 
Skill in this Branch of the Art, or to a moſt ill-grounded Prejudice: For 
is it reaſonable to believe, that a Painter, who underſtands the true Merit 
wn Copying, would treat that Part of the Art with Contempt, which the 
greateſt Maſters have always practiſed and eſteemed? Men of common 
Senſe know, that the Artiſts in all Ages have copied and ſtudied each 


Shen, i in 1 AG moſt ne. Purpoſe, and for he Advance- 
4 | ment 


8 \ 


* 


COPYING. | --: 


— Wan ie.gor fr this the Artitlelf would Sen dwindlo 
e and I wiſh this has not been the Caſe wich us. parts 


Rubens: ftudied. ant the. Works of Ti Ir Paul b and 
83 ; that is; he copied ſuch of their Pictures as he et moſt 
worthy his Imitation, and kept them for his own Uſe. Pp . 


2 8 Dyck copied Titian, amd all the e School; or, in De Piles 8 
Phraſe, eimmed their Cream. Teniers is celebrated for transforming him- 
ſelf into as many Maſters as he copied; which he did fo exactly, that it is 
had to diſtinguiſh! the Copies from the Originals. - Hanneman's Copies of 
Van Dyck are taken for the Originals of that great Maſter. I have ſeen 
Copies by Stone, ſold at great Prices for undoubted Originals, notwith- 
ſtanding they were diveſted of that free Pencilling, and charming Variety 


of Teints, which are ſo apparent in Van Dyck. - Buckſhorn' was one of the 


laſt good Copiers we have had in England; the reſt: that followed him and 
his Maſter Lely, ſoon dwindled to Half-Artiſts. There is a Copy of Buck- 

's Painting after Yan Dyck, which I like much better than any of 
"Stone's: I mean the Picture of the Earl of Strafford and his Secretary, in 
' the. Marquis 'of rn 8 pe ere e is well painted, _ * 
N ns $15 a U 7 


1 * believe every one, | that has. heard of Andrea de Sarto's Copy of FM 
the Tenth, painted by Raphael and Julio Romano, will be convinced of 
the great Uſe and Merit of an Art, to which is owing that great Number 
of Originals now abounding in every Country. By Originals, I mean 
Pictures impoſed as ſuch, by our ingenious a aac nn to Waden 8 
ie Caen of ny Virtuoſ and Connoiſſeurs.” 


Jet nile A 1s: \ furprifings: des dares Pe aa Maſters, e not 
; "had a Man able to make a fine Copy from any one of their Pictures: And 

I believe, if ſuch a Genius ſhould hereafter ariſe, it is to be feared the De- 
ſtroyers of the Art, if they are ſuffered to go on, will ſcour off the Remains. 
of their Beauties, fo that very little will be left for him to ſtudy; and by 8 
Ws End of this Cy there will be,none fit for Ours : 


* 0 
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LAs invader didn" en dene eb unge des aiesbd W ey 
of the Great Maſters, without being thoroughly acquainted with the 
Nature of Colours and of Colouring; and without being clearly con- 
vinced, at Sight of che Picture he is going to copy, of the Method and 
Principles on which it was painted. * Poe 04-200 bar ad 
Conviction which leads us into ſo many Errors and Miſtakes. RS 


A Painter, that has cnt ion Bos Gas wht ace 
His Copying with the fame. Now-a-days we are too apt to fall into a 
Manner, before we underftand the Nature of Colours; which is the Caſe, 
where ſome predominant Colour or Hue appears in all the Complexions 
alike. For this Reaſon a Painter, whoſe Carnations are too red, will cer- 
tainty make his Copies -bluſh : Or if his Colouring and Shadows he heavy, 
they will of courſe fall into the Obſcuro. By the ſame Rule; whatever 
Teints infect his Colouring, the fame will unayoidably taint en 
. ee rbb Per per Wp N 


1 Piles fays, iz aint ne Colin 
ing for a better That Raphael, Michael Angelo, Leonardo da Vinci, Julio 
- Romano, and other greet Maſters, fpent theis ꝛnbale Li ves without truly 
under flanding good Colouring, And tho' Colouring is the principal Excel- 
lence in Copying, yet it is neceſſary that every Artiſt ſhould- avoid a 
| EI On Rnd others wil e Ouch in 

"oy Work. ü 8 


en Wies hes den Wen ee e & appagr the 
the Art of Copying, which was practiſed by the Great Maſters, in order 
to catch each other's Excellencies and Perfection, and by which their 
noble Works have been ſo often repeated, and as it were renewed, is ſo 
far from deſerving Contempt, . e l 
1 n run eee IM 
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FN ie @ altar] chi Wane, and Arent Dicgrees, of dan 

or Teints uſed in painting Draperies, I firſt determine how many Di- 
— are abſolutely neceſſary to make the Firſt re of Colours, 120 after 
thit, the Reſtecte and Fan Teints. 


5 The right Method of painting eee ee N is, to 
make out the Whole, or what I call the Firſt Lay, with three Colours 
only”; ; viz. the Lights,” Middle Teint, and Shade-Teint. 


W e lee the Colour of all the High Lights The 
Middle Teint ſhould be very near to the general Hue of the Sattin, Cc. 
and of an exact middle Degree between the High Lights and the Shade 
Teint. The Sbade- Teint I would have dark enough for the general Hue 
| WOO for reaſon; which I call it the Shade-Tant.” + 509 


We ſhould ebe that the Lights ſhould rather incline to a wands 
Hue : And the Middle Teint ſhould be made of friendly working Colours, 
ſuch as will always mix of a clean tender coldiſh Hue. The Shade Teint 
ſhould be made of the ſame Colours as the Middle Teint, only with leis 

; therefore this Teint will alſo mix of a tender clean Colour. It is 
with 0 three Colours we ſhould make out the Whole like Mezzotinto ; 
and we ſhould underſtand, that all the Beauty and Character of the Folds, 
the Shape, Attitude, and principal Lights and Shades, are all to be con- 
fidered, and made with theſe three Colours only ; which ſhould be done 
to our SatiefaQtion, before we add any of the Reflects or Finiſhing Teints. 


The Refledts of Drapery and Sattins are generally Productions of their 
own, and are always lighter than the Shadows on which they are found; 
and being produced by Light, will conſequently have a light warm Colour, 

mixed with the local Colour that receives them. Here it will be neceſſary 


N * * - 


U 


= DRAPERTES. 
to obſerve the general Method and Secret in managing the Colours of the 
Firſt Lay, and thoſe of = the Reflect and finiſhing T ger er- 3 


In the Firſt Lay, the High Lights ſhould be laid with a en of ſtiff 
Colour, and then ſhap'd and ſoften d into with the Middle Teint, 
very correctly. Where the Gradations of hs Lights are flow, as in the 
large Parts, it will be proper to lay the Middle Teint firſt at their Extre- 
mities, with a Tool that will drive the Colour, and leave it ſparingly, ; be- 
cauſe the Lights will mix and lie the better upon it. Next is, to make 
out all the Parts of the Shadows with the Shade - Teint drove bare. After 
this comes the Middle Teint, which fills up, and ſerves as the ſecond Lights 
and Gradations, and ſhould be managed together very nicely, to character 
without touching any of the High N which finiſh the Firſt Lay.” 


The Reflects and F iniſhing Teints are in n general the Antipathies of Fl 
Firſt Lay: They will, without great Care, poiſon and dirty the Colours on 
which they are laid; and therefore ſhould be laid with a delicate light 
Touch without ſoftening. If it is over-done, we muſt remember to 
recover it with the Colour of the Part on which it was laid: This may 
be done directly, or when it is dry. We ſhould alſo obſerve, whether the 
Reflects proceed from the ſame mn or ___ other, Ay the Method 
of uſing them is the ſanmm. | 


| Before I proceed to the panicular Colours, ill be proper to mak 
' fore Oblervations an their Grounds oY 4 | 


1 often happens, chat the Colour of the Cloth is very improper for the 
Ground of the Drapery ; and when it is ſo, we ſhould change it with 
thoſe Colours which we think are moſt proper to improve and ſupport the 
finiſhing Colours. This Method of Dead-colouring muſt conſequently 
Preſerve them in their greateſt Luſtre. Tn Dead-colouring, we ſhould lay 
the Lights and Shades in a Manner, fo as only to ſhew a faint Idea of them, 
with regard to the Shape and Roundings of the Figure. If we have a 
Deſign to work from, then it will be proper to make all the large and 

Parts in their Places ; ; which ſhould always be done with a 

Colour that is clean, and lighter than the intended Drapery, tho i in gene- 
ral of the ſame Hue: And let the Shadows be no darker than a Middle 
| Teint : 


White Sattin. D RAP ER ILE S. 25 


Teint : - Theſe ſhould be mix'd and broke in a tender manner, and then 
ſoften'd with a large Tool, ſo that nothing rough or uneven be left to 
interrupt or hurt the Character of the bern, Le | 


* 
10 


WHITE SAT TIN; 


- All Whites ſhould be peinted on white Cena laid with a 150 
Body of Colour, 888 _ this Colour finks more into the Ground than 
any other. | | | 


"There are Ina 1 of Colours i in 5 F iſt Lay t to White Sattin : 
| The Firſt is the Fine White for the Lights ; _t the Second is the Firſt Teint, 
which is made of fine White and a very little Ivory-Black, mixed to an 
exact middle Degree between the White and Middle Teint. This Co- 
| lour follows the White; and it is with this we ſhould ſhape the Lights 
into Character, before we lay on any other: And take care that this Firſt 
Teint appear diſtinctly between the White and the Middle Teint, other- 
wiſe the Deanty and Character of the Sattin will be ſpoiled. 


ji e Tbe Middle T eint mould be 1 * White, Black, =} a Little kalen 
Red: Theſe three Colours are very friendly, and mix to a beautiful clear 
Colour of a pearly Hue, which has the true Brightneſs and Warmth of 
the general Hue of the Sattin. Remember to allow for the Red Hue 
changing a little to the Lead. If there is Occaſion to make any Part in 
the Middle Teint lighter, we ſhould do it with the Firſt Teint only. This 
Colour ſhould alſo be laid ſparingly before the White, in all the little 
Lights that happen in the Middle Teints and Shadows; on which we 
ſhould lay the White with one light Touch; and be ſure not to cover all 
the Part that was made with the Firſt Teint: If we do, it will ſpoil the 
Character, and look like a Spot, for want of the ſoftening Edge or Bor- 
der, which muſt be between the White and the Middle Teint. The 
Shade - Teint ſhould be made of the fame Colour as the Middle Teint; "= 
but with leſs White, ſo that it be dark enough for the Shadows in gene- 
ral; with which we ſhould make out all the Parts of the Shadows nicely 
an Obaradter : angie is the Work of the Firſt ts 
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26 DRAPERIES. White Satin, 
Next come che Reflect and Finiſhing Teints nin 5 0 


Brown Oker, mixed with the Colour of the Lights, is the moſt uſeful 
Colour in general for alt Reflects in Draperies that are produced from their 


oven Colours. All accidental Reflexes are made with the Colour of the 


Parts from which they are produced, arid the local Colours that receive 
them. There are but two Reflecting Teints wanted for Draperies in 
general; I mean to any one particular Colour: One ſhould be lighter 
than the Middle Teint, the other darker. Theſe Colours may be a little 
changed on the Pallet with the Firſt and Middle Teints, as Oecaſion 
requires, or lightly broken on the Part that receives them : But this laſt 
Method is not ſo fafe as the other. The Teint ſufficient for blending the 
dark Shadows to the mellow tender Hue, is made with the Shade-Teint 
and a little Brown Oker; which ſhould be laid on very ſparingly, with | 
ſoft light Touches, for fear of making them dull and heavy. If it ſhould 
be over-done, we tnay recover it with the Colour it was laid upon. 


We often ee a little Blue uſed i in the Firſt Teint of White Sattin. Var 
Huechen, who was the beſt Dra pery-painter we ever had in England, did 
Ss; and ſometimes, inſtead of the Blue, he uſed Blue-black, till he found 
it to be a pernicious Colour, and was therefore obliged to uſe Blue; be- 
cauſe his Middle Teint, which was made only of Black and White, was 
ſo very cold, that no other Colour but Blue would make a colder Teint: 
Vet he managed theſe cold Colours, in all the Lights and Middle Teints, 
ſo agreeably, and ſo light and eaſy was his Touch, that we cannot help 
admiring, and may learn ſomething from him. Tho he was not fo lucky 
in his Shadows, which were generally of a heavy dirty Hue, this was 

owing to the Colours he 'uſed, and the Method of uſing them; which 

"will always have fuch an Effect, when a warm or dirty C6lour is mixed 
with a clean light one; for, being mixed together, they will form a dirty 
Colour, that muſt conſequently appear ſo in the Work: But if his Lead 
or Shade-Teint had been mixed with Indian Red inſtead of the Oker, and 
then followed with a few light blending Touches of the Oker- Teint, it 
would have left them clean and meHow It is the Want of the Red Hue 
which makes the White Sattins appear fo often like Pewter, 


BLUE 


Blue Satin. DRAPBRIES = 


BLUE SATTIN.! 


* Blue Satin is made of Prufian Blue and Fine White. 


| The beſt Ground for Blue. is White for the Lights, and Black and 
White for the Shadows. | | = 


The Firſt Lay of Colours for Blue is divided into three Degrees or 
Teints. | 


We ſhould gilt abe the Middle Teint of a beautiful Aw; then 
mix the Colour for the Lights about a middle Degree between that and 
White. Make the Shade-Teint dark enough for the Shadows in gene- 
ral. All the broad Lights ſhould be laid with a Plenty of Colour, and 
ſhap'd to Character with a Middle Teint, before we lay on any other 
Colours. Remember, the leſs the Colours are mixed, the hetter they 
will appear and ſtand ; for the Lights of Blue ſheuld be managed with 
as much Care as thoſe of White Sattin. Next is to follow with the reſt 
of the Middle Teint, and then make out all the Shadows. The more 
we drive the Shade Teint, the better it will receive the Reflects and 
Finiſhing Teints. The Shadows ſhould be ſtrengthened and blended 
with Irory-Black and ſome of their own ITY which will mix with. | 


them into a tender mellow Hue. 


The Reflects are made .as Als of White Sattin ; that is, "FE Oker 
and ſome of the Lights which ſhould be perfectly done, as we intend it, 
at once Painting. The Shadows, when dry, may be a little improved, 
if there is Occaſion to-alter them, with the Colours they were made with. 
The Pruſſian proper to be uſed, is that which looks of the moſt beautiful 
Azure before it is ground; and the ſooner it is uſed after it is — 


the better it will work and N 


Velvet may be painted at once. The Method i is, to he out the Firſt 
Lay with the Middle Teint and Shade-Teint ; on which we ſhould lay 
the High Lights with light Touches, and: finiſh the Shadows as we did 
thoſe, of the Sattin : But the neareſt Imitation of Velvet we can make, 


is done * glazing ; ; which is to prepare a Ground or Dead-colouring 
| E 2 with 


* _ - DRAPERIE S. lde. 
with ſuch Colours as will, when dry, bear out and aß ha Glazing 
Colour in its higheſt Perfection. The Nature of the Glazing Colour is, 
to be of a fine tranſparent Quality, and uſed ſimply with Oil only; ſo 
that whatever Ground it is laid on, the Whole may appear diſtinctly thro 
it. The beſt Ground for Blue is made with White and Ivory-Black : 
The White is for the High Lights, which, with the Middle Teint and 
Shade- Teint, makes out the Firſt Lay, like Mezzotinto. Remember to 
make the Middle Teint lighter in Proportion to the Glazing, becauſe 
that will make it the darker. It is often neceſſary to cover all but the 
High Lights with a thin Glazing : I do not mean with a Plenty of Oil in 
the Colour, but laid with leſs Quantity than if it was to be done once 
only. If any of it touch the Lights, we ſhould wipe it off with a clean 
Rag. The very high Lights ſhould be improved, and made of a fine 
White, and left to dry. The Glazing Colour is Pruffian, ground very 
fine with Nut Oil; and ſhould be laid with a large ſtifiſh Tool, that 
will drive the Colour, as Occaſion requires. It is on the laſt Gazing 
we ſhould ſtrengthen and fin the Shadows. 


I The greateſt Fault in the Coli of R is, the painting the 
Shadows with ſtrong glaring. Colours, which deſtroy the Beauty of the 
Lights. This is not only the Reverſe of Art, but of Nature, whoſe 
Beauty always diminiſhes i in Proportion with the Lights : For this Rea- 
ſon we ſhould take care to blend and ſoften the Shadows with ſuch 
friendly Colours as will agree with their local Character and Obſcurity. 

Here we may obſerve, that glazing the Middle Teint, which is made of 
Black and White, will not, produce a Colour ſo Blue; as if it had been 
prepared with Pruſſian and White; yet this Colour will preſerve the 
Beauty of the Lights in the higheſt Perfection, by reaſon of its tender 
obſcure Hue, when the Blueneſs of the other would only diminiſh them. 

'This Method of ET the Blue 1s the general Rule for all Glazing. | 


When we are glazing Blue, the Lights may be glazed with Ultra- 
marine, tho all the other Parts are done with Pruſſian. This Method 
ſaves a great Quantity of that valuable Colour, and anſwers. our Hako 
as yell as ba it had all dnn en win mn 715 


we 


Scarlet. DRA PERI ES 29 
Though this general Method of Painting Sattins, is to make the firſt 
way of Colours with three Degrees or Teints; yet we ſhould underſtand, 
in uſing them, that they produce two more: For the mixing of two dif- 
ferent Colours together on the Cloth, will make another of a middle 
Teint between them: So it is with the Lights and Middle Teint; and with 
the Middle and Shade-Teint; The firſt anſwers to the firſt Teint in White 
Sattin; and the laft will conſequently be a ſort of Gradating, — 


11 the Lichts and Middle Teint. mix to a en dens * of a 
| middle Hue between both, there will be no Occaſion for a Colour to go 
between-them, as in the Blue Sattin: But if in mixing, they produce a Teint 
inclining to a dirty warm Hue, then there muſt be another found of a 
ſympathizing Nature, which ſhould be laid between them, in order to 
preſerve the Beauty of the Lights, as the firſt Teint in the White Sattin ; 
for if it was not ſo, the Red, in the Middle Teint, would certainly _ 
and ſpoil the White. | 05 


It is highly e ee to nde theſe principles * the firſt Lay of 
Colours, in order to have a perfect Knowlege of the general Rule of Co- 
raden on which _ 88 0 of eine 1 


SCARLET and CRIMSON. 


A light Yellow-red, made of light Oker, Light and White, is the 
proper. Ground for Scarlet; the Shadows are Indian Red, and, in the 
darkeſt Parts, mixed with a very little Burk. 


| "The ſecond Painting ſhould be a little We EG we intend the Finiſh- 
Ing Colour. I mean in 3 to the Glazing, which will me it 


darker. 


The High Lights, are Vermillion and White for Sattin and Velvet, and 
Vermillion for Cloth : The Middle Teint is Vermillion, with a very little 
Lake or Indian Red : The Shade-Teint is made with Indian Red and Lake, 
with the Addition of a little Black in the darkeſt Shadows. The Difference 
between Scarlet and Crimſon is, that the High Lights of Crimſon are whiter, 


and the Middle Teint is made darker. Their Reflects are made with 
| Light 


30 DRAPERIE S. Pink. Yellow, 


Light-red and Vermillion. The High Lights ſhould be laid and managed 
in the ſame Manner as thoſe of the Blue, for fear of dirtying them; and 
ſometimes they require to be touched over the ſecond Time, 'before we 
glaze them, The more the Colours of the ſecond Painting are drove, the 
eaſier and better they may be managed to Character: But the High Lights 
ſhould have a good Body of Colour, and be left with a delicate light 
Touch. After it is well dry, we ſhould finiſh with Glazing the Whole 
with fine Lake, and improve the Reflects and Shadows. Remember that 
the Scarlet requires but a very thin Glazing ; and it is nn to cog the 

on cans twice over, then lay too much at once nn i 


PIN k- COLOUR. 


There are two different Methods of Painting a 8 One is by 
Glazing; the other is done with a Body of Colours at one Painting. The 
ſame Grounds do for both; which ſhould be a whitiſh Colour, inclining to 
a Yellow, for the Lights; and Indian Red, Lake, and White, for the 


Shadows: 


The Gcond Painting for the Glazing Method, is done with the fame 
Colours and a little Vermillion, for the Reflects; and Vermillion and 
White for the High Lights: When it is dry we ſhould glaze it with fine 
Lake, and then break and en the 2 into Character and Har- | 


mony directly. 


The other Method i is, 10 make the High Lights with Carmine and 
White; the Middle Teint with Lake, White, and a little Carmine; and 
the Shadows with Lake and Indian Red, with a little Vermillion for the 
Reflects. But remember the Shadows will require to be broken. "or N 8 
tender obſcure Teint. 


YELLOW. 


The Ground for Yellow ſhould be a yellowiſh Whit > for the Lights 
and a Mixture of the Okers for the Shadows. | | 


Green. DRAPERIE S " By 
There are the ſame Number of Teints in the Yellow as there are in the 
White Sattin ; the Method of uſing them is the very ſame. The Lights are 
made with King's Yellow, ground with clean good drying Oil. The firſt 
Teint is Light Oker, chan ged with a little of the Pearl Teint made with the 
Dark Shade and White; which ſhould be laid and managed as the firſt 
Teint in White Sattin. The Middle Teint is a Mixture of the Light and 
Brown Oker, ſoftened with the Pearl Teint. The Shade Teint is made with 
Brown Pink and Brown Oker. Theſe belong to the firſt Lay. | 


The Refleds are Light Oker ; and ſometimes, in the warmeſt Parts, 
mixed with a little Light-red : The Shadows are ſtrengthened with Brown 
Pink and burnt Umber. | 


_- * Thee Colours, well managed, will e a Yellow very like Van * 
Dyc&s.; but if we leave out the King's Yellow, which is the high 8 855 
_ then it will be one of Lely's favourite Yellows. 


GREEN. 


The proper . Green is a Light-yellow Green; which is 
; made of Light Oker, a little White, and Pruſſian, for the Lights ; and 
the Okers, Brown Pink, and Pruſſian, for the Shadows, | 


"The fineſt Green we have, for Drapery, is made of King 8 Yellow, 
Pruffian, and Brown Pink. The High Lights are King's Yellow and a 
very little Pruſſian; the Middle Teint has more Pruſſian; and the Shade- | 
Teint'is made ES ſome of the Middle Teint, Brown Pink, and' more 
Pruffian : But the darkeſt Shadows are Brown Pink and a little Pruſſian. 
The Lights and Middle Teint ſhould be managed in the ſame manner 
as thoſe of the Blues. The Shade-Teint ſhould be kept intirely from the 
Lights, becauſe the Brown Pink that is in it, will, in mixing, dirty 
them, as the Black does thoſe of the Blues. Remember to allow for 
their drying a little darker; and that the King” s Yellow ſhould be ground 
with good drying Oil ; for the longer it is drying, the more it will change 
and grow darker :. And the ſooner it is uſed, the better it will ſtand... It is 
proper to have two Sorts of King's Yellow : I mean one. to be very light, 
which will do beſt for t the High * of Velvet. 


: 5 | = Cnancr- 


32 DRA E R IE 8. Changeable. 


CHANGEABLE. 


Chan Sale Colours are made * four principal Teints, viz. the High 
Li ery Middle Teint, Shade Tein and * Teint. 


The greateſt Art lies in g the exact Colour of the Midd le Teint, 
becauſe it has more of the general Hue of the Silk than any of the others. 
The Shade- Teint is of the fame Hue with the Middle Teint, though it is 
dark enough for the Shadows. The High Lights, though often very dif- 
ferent from the Middle Teint, ſhould be of a clean, friendly, working 


Colour, that will, in mixing with it, produce a Teint of a clean ſympa- 
Uypang Hue. 


The Method of painting Silks is is to make out the F olds with the Shade 
Teint, and then fill them up in the Lights with the Middle Teint. This 
is what I call the firſt Lay, which ſhould be done to our Satisfaction before 
we add any other Colours; and the ſtiffer the Middle Teint is uſed, the 
better the High Lights may be laid upon it. The Reflecting Teint falls ge- 
nerally upon the gradating Half-Shades, and ſhould be laid with tender 
Touches, ſparingly, for fear of polling the firſt Lay. 


This Method of Painting anſwers to all the coloured Silks, as well as 
Changeable, with this Differeuce only, that the plain Colours require not 
ſo much Art in matching the Teints, as the Changeable do. The laſt 
Part of the Work is the finiſhing, and ſtrengthening the Shadows with an 
obſcure Teint, a little inclining to a mellowiſh Hue; ſuch as will not catch 
the Eye, and N the enn of the 4 


} 


i 
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BLACK. 


The beſt Ground "ah Black i is s Light-red f for the Lights: and 4 Indian Red 
and a little Black for the Shadows. | | 


Ans finiſhing its are, for the Lights, Black, White, 7 a little 
Lake. The Middle Teint bas leſs Ne and more Lake and Black. 


The 


Black DRAPER IEE 33 


The Shade- Teint is wade 25 an 1 Nu of re and Brown 4 5 | 


neee Nack. q 


The Method of paititing Black ! is | yi {different from that of other 
eee the principal Thing in them, is to leave their Lights clean 
and brilliant, ſo in Black, it is to keep the Shadows clear and tranſparent. 
Therefore we ſhould begin with the Shade-Teint, and glaze over all the 

Shadows with it. Next, lay in the darkeſt Shadows with Black, and a 
little of the Shade-Teint, very correctly. After that, fill up the whole 
Breadth of Lights with the Middle Teint only: All which ſhould be 
done exactly the nen. of ko "I Ge. HEY teh en, wah the 


en, err wee ws 


Here we may — the Grotnd, hob Red, will bear out t and fag 
port the Reds, which are uſed in the finiſhing Colours: The Lake in the 
Lights takes off the cold Hue, and gives it a more beautiful Colour. If 
the Shade- Teint was of any other Colour than a tranſparent warm Hue, 
the Shadows would conſequently be black and heavy; becauſe no other 
Colours can preſerve the warm Brilliancy, which is wanting in the Shadows 
of the Black, like Lake and Brown Pink. Black is of a cold heavy Nature, 
and alwiys too ſtrong for any other Colour; therefore we ſhould make 
an Allowance in uſing it. There will he a few Refle&s in Sattin, which 
ſhould be added as thoſe of other Colours; but they ſhould be made of 


ſtrong Colours, ſuch as burnt Umber, or Brown Oker, mixt with a little 


of the Shaco-Teint: 0d 288d listed arts" and 


| Though the- hore 1 Kew creed FN th Draperies, are 
abſolutely neceſſary for the principal and neareſt Figures in a Picture, ſuch 


as a ſingle Portrait, or the like; yet I do not intend them ſo for Fi igures, 


which. are placed more” into the Picture. Such as are behind the princi 


or front Figures, their Grounds 15 b . be 48 in Proportion | 


ni, 


e er en e 


cfires; ; a 4 | 14111 «A 
Him en deem 2 


> as Few scho in White Suttin; a 


the firſt Teint which is made of White and Ultramarme Afhes, inſtead 
of the Black, and mixt to a very light blueiſh Teint. 5 


/ 


_ DRAPERIES Lined 
At evo] bes oe to viensnO tops 1 Yoobem 27 3 3T-obail2 > Th 
In the Nead-colouring we ſhould ae. particular Care; chat the Grounds 
be laid very White and broad in the Lights: The Shadows are made 
with Black, White, and à little Indian Red, like the Middle Teint of 
White Sattin. Theſe ſhould. be left very e in g 
1 5a CR br kya gl fl orl 5 2] 09407 ak e e e 
32111 lle 45910 £3 08 Imi bene 20 7 ae, bluo ow loten 
The ſecond Painting W 8 with Glazing all the Lights; with a Riff Peh- 
cil .and fine White only, -drove bare, without uſing any Oil: The Shadows 
may be ſcumbled with Poppy Oil, and ſome of the Colour they were made 
of, This is the firſt Lay, on which we are to follow with the finiſhing 
Colours directly. The Middle Teint of White Sattin is the beſt; Colbur for 
the general Hue of the Shadows. With this and White, in different 
Degrees, we ſhould make out all the Parts to Character, with free light 
Touches, without ſoftening. Then with a large long-pointed Pencil, — 
fine White, lay che High Lights very nicely, with one Stroke. After 
this comes the fine light blueiſſi Teint, which ſhould be mixed light, and 
laid in the n Snom 9 ſparingly and cer without fillin 8 
* up. STIR | 


3 prog firſt "i ould be let 1 and. 4 8. 3 85 8 it 
appears, the better. It is the overmixing, and joining all the Colours toge- 
ther, which ſpoils the Beauty of the Character; therefore it is Deer, to let 
it dry before we add the Reflects and finiſhing Teiges: 01000 5 


— 


The Method of letting the beautiful clear Colours * 4 —— we * 


the warm, reflex, and roman NEO arg pre nr a from wöbeng, 
and Girtying each other. (FE | 


| The principal, blending Colours "ab 7 in * Reede are h Yellow 
Teint, Green Teint, and the Roſe T eint ; which laſt i is made of Lake, 
Tis Red, and White. I find glazing the Pearl and Lead Colours with | 
White, though it ſeems to anſwer our Purpoſe when it! is done, will cer- 
tainly ſink, and be loſt in the Grounds on which it is laid; therefore we 
ſhould make the Dead-colouring as white as we intend the Finiſhing 
Colours, by reaſon” they will dink a little, im proportion to the n 1 
the Cloth, which tha Glizing: with 1 bee t een 
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6. Brown Pink and Pruſſian, | 
Brown Pink and Browi Oker. 

8. Brown Pink, Oker, and nn 
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| - The Colours neceſſary for Dead-colouring, are — White: "Light 
Oker, Brown Oker, Burnt Umber; Indian Rochg Ivory: Black, and 
Pru IH. en 19 if: o 3a rtioit bog Oi oli ads ch 1 1 
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- The principal 8 and. Teints for painting the Sky, are ne White, 
Ultramarine, Fruſfian, Light Oker, Vermittion, Lake, and Indian Red.- 


The Teints are 4 file Azure, beliter Azure, Light. Oker and White, 
Vermillion and White, and a Teint m_ of W a little Vermillion, 


and ſome oſ the Light Azure. E 18 ciyolod loci g TH * T* 


LANDSCHAPES ſhould be painted on a fort of anni ee 
which is made of Brown Oker, White, and Light red. This Colour 
gives a Warmth to the Shadow Colours, and is very eee 


for Glazing. : and win q 2 
SKETCHING, or rubbing in the D is the fit Work of the 
Picture. "nd ee e 


This ſhould be done with burnt Umber, drove with drying Oil Y a 
little - Oil of Turpentine, in a faint, flight, ſcumbling, free Manner, 
as we ſhade with Indian Ink and Water; leaving the Colour of the Cloth 


for the Lights, as we do that of the Paper. Remember, in doing it;- we 


leave no Part of the Shadows ſo dark as we intend the Firft Lay, or Dead- 
Colouring, which is to be lighter than the Finiſhing Colours. And though 
the Foliage of the Trees is only rubbed 1 in, With a faint ſort of Scymbling, 
yet the Trunks and Bodies ſhould be in their x proper per Shapes, witli their 
Breadths of Light and Shadow. All kinds of "Buildings ſhould, be done in 
the ſame Manner, leaving the Colour of the h for their Li ights : The 
Figures on the. Fore-ground, if they are determined, ſhould. alſo be 
ſketched in the fame Method, and then left WTR . es 2 LT 


Of Dad ou, 


* Ii (oof: 45118 : 
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Let the Firſt Lay or Dead-colouring be wk ang „ bright, bar 
or ſtrong dark Colours; ſo that the Effect is made more to receive an d pre- 
ſerve the -Finiſhing Colours, than to ſhew them in the F irſt yan. Ab 25 


"1rofooa-htr 50 20 hs 559 78775 „ 7 
The Sky ſhould be dee G then all che Diſtances; ; work 
downwards to the middle Group, and from that to the F ore· ground, an 
& 


neareſt 


LAND8SCTHAPES 37 
neareſt Parts. Remember all the Parts of each Group, as Trees, eee 
or the like, be all painted with the Group they belong to. 


Ihe greateſt Secret in Dead-colouring,' is to find the” two Colours, 
which ſerve for the Ground of the Shadows in general, the Sky excepted, 

and-the Method of ufing them with the Lights : The firſt of which is the 
Dark-Shade with a little Lake in it; the other Colour is only burnt Um- 
ber. - Theſe ſhould be a little changed to the natural Hue of the Objects, 

and then laid and drove with drying Oil, in the ſame Manner as we ſhade 
with Indian Ink, which is a ſcumbling kind of Glazing ; and as ſuch 
they ſhould be'left; for otherwiſe they will be dark and heavy, and there- 
fore would be intirely ſpoiled for the finiſhing Glazing. Both theſe Colours 
mix and N ann, with. all the Lights, but ſhou Id be laid 


before them 


When 1 5 Landſchape i is mal begin with che Sky, which ſhould 
be laid with a good Body of Colours, and left with a faint Reſemblance of 
the principal Clouds; and this we ſhould do more in the Manner of Claro 
Obſcuro, than with Finiſhing Colours: The whiter it is left, the better it 
will bear out and ſupport them. The Diſtances ſhould be made out faint 
and obſcurely with the Dark-Shade, and ſome of their Lights in different 
Degrees; and laid fo, as beſt to find and ſhew their principal Parts. As 
we come more into the middle Group, we fall by Degrees into the burnt 
Umber in the Shades: All the Grounds of the Trees ſhould be laid 
of rubbed in, enough only to leave an Idea of their Shapes and Shadows 
_ faintly. The Ground of their Shadows muſt be clean, and lighter 

than their Finiſhing Colours, ſuch as will * their Character. 


and ſeem eaſy 1 to finiſh on. 


In painting the Lights, it is better to incline more to the Middle Teint, 

than to the very High Lights; and obſerve to leave them with a ſufficient 
Body of clean Colours, which will receive and preſerve the F iniſhing 
Colours the better; all which may be done with a few Teints. After this, 
go over the Whole with the Sweetener very lightly, which will. ann and 


mix the Colours Oy for e 


Second 


a. LANDSCHAPES. ah 
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Begin with the Sky, and lay in all the Azure and Colours of the Hori- 
zon; then ſoften them: After that lay in the general Teint of the Clouds, 
and finiſn on it with the High Lights, and the other Teints that are want- 
ing, with light tender Touches; then ſoften the Whole with the Sweetener 
very lightly. Remember the Finiſhing of the Sky ſhould be done all at 
once Painting, becauſe the tender Character of the — Will not we ſo 


Colour, of an Horizon a are laid, e beer the dau ee prin 
ae Gern. 7 > 434% 362 827 Il ; HOG V1 rt 2d Dis 11 


The ESD Dede are / 20 with the Colour of the Sky: ; 
and as they grow nearer and darker, we ſhould glaze and ſcumble the Parts 
very thin, with ſuch glazing Shadow-Colours as come neareſt to the 
general Hue of the Group the Objects are in: This Glazing ſhould be 
underſtood of a darkiſh Hue, and that the F irſt Painting or /Dead-colour 
ſhould be ſeen through it diſtinctly. On this Wt or ay): we > ſhould 

add the, F iniſhing | Colours. | | 


{ if 
„ 3 Z + 4 w 4 3 <4. * 


71911 * 


TR ſuppoſing _ glazed Goa | is. 5 cn to, the Object 
and Place, I think then it will be eaſy to find the other Colours which 
are wanted for the Lights and Finiſhings of the ſame. But in laying them, 


we muſt take great Care that we do not ſpoil the Glazing; therefore we 
ſhould be very exact in making thoſe Colours on the ee 25 0 Hen be 
| ſure to lay them with light free Touches. ED Ong 
Wee 1 proceed any farther, it will be > proper to hy. ſomething 8 + the 
moſt uſeful glazing Colours. 2 ; 


* 0 17 wu © 


Lake, Terra-vert, Pruſſian, and | Wei Pink, are the Wy 1 
The more we manage them like Indian Ink, and the more distinctly we 
leave them, the better their tranſparent Beauty will ſtand and appear, pro- 
vided we do it with good drying Oil. After theſe four glazing, Colours, 
burnt Umber is a very good glazing warm Brown, and of great Uſe in 
the broken Grounds and neareſt Parts ; but the moſt agreeable Colour for 


the 


7 


! 


* 
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| Hhoekieft Shadows is the dark Shade improved with Lake. It is a fine 
warm Shade, when it is drove with drying Oil: No Colour in the World 
is ſo ſweet and ſympathizing ; it mixes harmoniouſly with all the Lights, 
as well as the On” nag... is a Na Colour in the Trunks and 


SO 


We ſhould make. out all the Ground of the Objects with ſuch glazing 
chat. Collins: as ſeem. neareſt to the natural Hue of the Object, in 
that Situation: But as the principal glazing Colours themſelves are often 
too ſtrong and glaring, they ſhould therefore be a little changed, and 
ſoftened with ſuch Colours as are of a near Reſemblance to themſelves 
and the Objects: Thus, if it is in the Diſtances, the Terra-vert and Azure, 
which are their principal glazing Colours, may be improved and made 
lighter with ſome of the Sky Teints: And as the Diſtances come nearer, 
with the Purple. As we get more into the middle Group, the Terra- 
vert and Pruſſian may be changed with ſome of the Green Teints, ſuch 
as are made without White; for White is the Deſtruction of all glazing 
Colours. As we approach the firſt Group, there is leſs Occaſion for change- 
ing them; but the Fore-ground and its Objects require all the Strength 
and Force of Glazin 8 which the Colours are err of prodicin 8. ” 


After chis gazing Ground, we ſhould follow with nine the 
fame. in the Shadows and darkeſt Places, in ſuch Manner as will nen 


<< to finiſh ; which is the Firſt boy: of the _— pls 


The Colours that come next for F Aiden g. are in the 33 of Middle 
Teints: Theſe ſhould be carefully laid over the greateſt Breadth of Lights, 
in ſuch Manner as not to ſpoil and cover too much of the Glazing. Do it 


with a good Body of the Colour, as ſtiff as the Pencil can agreeably 


manage to character. Remember, the Colours of the Middle T eint ſhould 
be of a clean beautiful Hue. According to theſe Methods, I think it will 
be eaſy to finjſh all the Second Painting as we work down, from the Sky, 


through the middle Group. As we come to the firſt Group, where all the 


Objects ſhould appear perfectly finiſhed, we ſhould finiſh their under or 
_ moſt diſtant Parts, befor we paint any of the other which appear nearer. 


Obſerve this Method down to the laſt and neareſt Objects of the Picture; 


and e it ſo happens "Mat OST one Tree over another does 


not 
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not bung forbear the ſecond, until the firſt is dry. Thin near Trees, of 
different Colours, will do better, if we let the ING Parts 9 before we 
add the Finiſhing Colours. 


The Third and Loft Palin f FL F 


If Oiling is neceſſary, lay the leaſt Quantity that can be; which ſhould 
be done with a Stump- tool, or Pencil, proportioned to the Place that is to be 
oiled, fo that we may oil no more than is wanted: Then wipe the whole 

Place that is oiled, with a Peice of Silk mmm bd 7 Method, we 


om no more Oil than! is en 5 our r 
1 


When we are going to Gniſh any Ob} ads. we ould 3 to uſe 
a great Variety of Teints, very near of the ſame Colour; but moſt of all, 
when we are finiſhing Trees: This gives a Richneſs to the Colouring, and 
produces Harmony. I find by Experience the Greens will fade, and grow 
darker; therefore it is highly neceſſary to improve and force them, by 
exaggerating the Lights, and making an Allowance in uſing them fo much 
the lighter : For the ſame Reaſon, we ſhould take great Care that we do 
not overcharge and ſpoil the Beauty of the Glazing ; for if we do, it will 
be dull and heavy, and therefore will con ee grow darker, | 


The Method for Painting 1 near i Trees, is to make the F in Lays very 
near to Nature, though not quite ſo dark, but more in the Degree of a 
Middle Teint, and follow it with ſtrengthening the Shadows ; then the 
Middle Teints; and laſt of all, lay the High Lights and Finiſhing Colours: 
But all this cannot be done as it ſhould' be at onee Painting. 'Fherefore, 
the beſt Way is to do no more than the ec - with the N e 
and leave it to . 


Then begin with improving the Wile Ten and Sd, nd 
them dry. 


The Third a Laſt Workis adding all the Lightsand Finiſhing Colours 
in the beſt manner we are able. This. Method, of leaving the firſt 
and ſecond Part to dry ſeparately not only. makes the whole much eaſier, 
and more agreeable, but leaves the Colours in, the greateſt Perfection ; 

becauſe 
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becauſe moſt of the Work may be done with Scumbling and Glazing,” 
ind ſome Parts without Oiling. The Lights alſo may be laid with a 
better Body of Coldur, which will not be mixed and ſpoiled with the wet 
Ground: What I have'ſaid of Tres anſwers the fame to all Kinds of 5 
Shrubs and Buſhes. 


The Figures in a Landchape are the laſt Work of the Picture ; thoſe in 
the Fore-ground ſhould be done firit, and thoſe in the Diſtances next : For 
after the Figures in the firſt and fartheſt Group are painted, I think it will 
be michleafiet to find the Proportions of thoſe in the middle Parts of the 
Picture. And we ſhould obſerve, that the Shadows of the Fi igures ſhould. 
be of the fame Hus « or Colour with thoſe of the _ or Place they: 
are in 
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PRINCIPLES of PERSPECTIVE R 


INTRODUCTION, 


E are much obliged to the Learned in the Mathematicks, 
= who in the Beginning of this Century made ſuch great Im- 
S& 33 provements in the Principles of Perſpective, and who have 
172 at done their utmoſt to render them uſeful : But for want of 
| underſtanding the Art of Painting, and the Practice of Deſign- 
ing, they are intelligible only to thoſe Readers who have a ſufficient Fund 
of Geometry to comprehend all their Schemes and Examples. They 
found that all Planes were alike in Geometry ; and followed their geo- 
metrical Genius, which led them into ſuch Conſtructions as they thought 
would explain their Properties in general, and, as they ſaid, give a new 
Turn to Perſpective. Indeed, their Schemes are ſo intricate, that none 
but thoſe, who are well acquainted with the Mathematicks, can under- 
ſtand them. Dr. Taylor neglected the Horizontal Plane; and in his 
Book made no Difference between that Plane and any other whatſoever. 
Here it is that I am quite of the reverſe Opinion to that learned Gentle- 
man, and believe, that the Term of Horizontal Line ſhould confine our 
| Notions to the horizontal Plane: And I think, that That Plane, which 
repreſents the Earth on which we live, enjoys ſome particular Privileges, 
which makes the Figures in it more eaſy and more convenient to be 
deſcribed, notwithſtanding all Planes are alike in Geometry: For which 

: 5 Palins | | | Reaſon 
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Reaſon I have followed Nature, and: have united the old and new Prin- 
ciples: And, believing that Objects are beſt underſtood rfom their natural 
Appearance, I have. given the Horizontal Plane to all my Work, with 
the Vaniſhing Line, in its proper Poſition. Here I found it abſolutely 


neceſſary to conſider the Subject in a Manner as yet unattempted, and 


which ſhould require no mathematical Knowlege to underſtand it. This 


obliged me to find one general Method for the whole Work: And find- 
ing the Principles few. and ſimple upon which the Art depends, and that 
there are no more than three Planes, and fix different Lines, required to 
be underſtood, in order to repreſent any Object whatſoever ; I compoſed 
ſuch a Variety of Objects, as I conceived would draw on the Knowlege 


'.of Perſpective; and which, I think, cannot fail of nee the uſeful 
Principles of this Art general and intelligible. | 


Moſt Gentlemen 2 d ſtudied the Mathematicks, 1 Pc I have 
talked with on Perſpective, are for having a mathematical Demonſtration 


of all the lineal Parts of a Picture; and will not allow that any thing 


can be right, but what is done according to the frifeft Rules : And Dr, 
Taylor fays, a Painter ought to govern himſelf intirely by the Rules of 
PerſpeCtive, and not to take any Liberties whatſoever. I confeſs I am of 
their Opinion, and believe they are moſt certainly right, provided the 
Picture was only the Projection of any of the five Solids. Were. we 


to follow the Rules, in projecting the Baſe and Capital of a Column, we 


ſhould find thoſe uſeleſs Operations too tedious and difficult for human 
Patience. And how we are to repreſent all Sorts of Objects according to 
the Rules of Perſpective, is to me as ſurpriſin 8 15 impoſſible. 


A Painter is not to be confined ſtrictiy to the Rules of Perſpective; but 
to make them ſubſervient to his Purpoſes. Nothing ſhould tie up his 
Hands: He ſhould not have his Genius impriſoned; but be at Liberty to 
expreſs his Idea, like Gyotfo, with one Stroke of his Pencil; and, as 


Freſuoy ſays, let the Compaſſes be rather in his Eyes than his Hands : There 


let him meaſure diſtinctiy every Object by Compariſon; which is the 
principal Talent of a Painter. If he is well acquainted with the Prin- 
ciples of his Art, he will not ſtop at the dry Rules of Geometry, whilſt 
__ ng is or. th all the principal Parts of the Picture: He will 

G 2 proceed 


proceed with the Whole; and then, 9 the - Defign oe wee . 
Parts as are requiſite with the Rules of Perſpective. 3 | 


I deſign not to trouble the Reader wich a Muttityde of Exnples; ; wa 
to explain the general Rules of Perſpective i in ſuch a manner as may be 
intelligible to him. All my Schemes are limited to ſix Plates only; which 
are the Subject of the ſix different Sorts of Lines that repreſent a all Objects 
whatſoever ; and which are adapted to ſuch Objects as are ealy to be 
anderſtood. And though I deſign to-take the Reader out of the common 
Road, I will not lead him any round-about tedious Bye-ways, As is often 
the Cafe. I ſhall conduct him directly into ſome beautiful Garde where 
he may entertain himſelf with a pleaſing Variety of Objects, as Buildings, 
Avenues, Walks, and Viſto's, terminated with agreeable Views of diſtaht 
Proſpects ; and, that he may enjoy them to his Wiſh, I have i income 
no Fi — r es interrupt or divide his DI. 


og 0 
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eee : And it is 55 the Aſfiſtance of this imaginary 5 ther, 


that we are to underſtand the Principles, and are . to. me, the 
Perſpective Projection or Repreſentation. 5 d 
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The Seat, or Line, on 1 which this Plane ſts | 1 
as Z V. | | 


The hi HL at the Horizon, i is | ealled- the Hoiizontal e The 
Height or Diſtance this Line is from the Baſe-Line;: is always equal to 
the Height of the Oc of ** enen N 1 denn e a 
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The Diſtance which-we are from the imaginary Plane, when at the 
Saen where we — to take the Perſpective View, is the Diſtance 
of the Picture, | 


The Point of Sight is the alia Point in a Picture. It is that Point, 
where a Line from the Spectators Eye cuts the imaginary Plane at right 
5 — ; and which I always diſtinguiſh with the Letter S. 


The Line 80, is equal to the Diſtance of the Picture, and cuts the 
Mt Line at right Angles, as the principal Ray does the imaginary 
Plane: Therefore O is the Eye-point ; becauſe it repreſents the Eye 
| transferred from its firft Poſition, or Point of Views to the imaginary 


: The next 8 * we are to conſider i is the Ground-Plane. 


The Ground. Plane ! is that Part 8 is below the 9 . 
is the Plane whereon the Fn: of the geometrical or og Objects are 
drawn. 


Though we are obliged to have. the Ground-Plane: below the Baſe- 
Line, yet the Parts which are in it will be produced by the Rules above 
it, and, as it were, beyond it, at a Diſtance i in a Perſpective Proportion, 

ien Ground- Plane are diſtant from the Baſe-Line. | 


We ſhould remember, that, in order to repreſent any Objects in Per- 
ſpective, it is neceſſary that we underſtand their geometrical Plan, Eleva- 
ton, Profile, and Section, before "an the Perſpective Projection 


In the Tegmoing of the Work, we ſhould firſt draw the Baſe-Line : 
Then aſſume a Point for the Point of #0 and draw the Horizontal 


Line through i ity 


Make S O equal to the Diſtance 8 hs Picture, 2 the Seo⸗ 
metrical Plan of the Object in the Ground- Plane. 


Here de geometrieal or otigirial. Object is the Point A: The Repre- 
— — oo to be found in che imaginary Plane or 
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Firſt, draw a Line from the given Point, to cut the Baſe-Line in any 
Direction at Pleaſure, as AB: Parallel to that draw a Line from the Eye- 
point to cut the Horizontal Line, which gives the Vaniſhing Point for the 
Repreſentation of the Line AB. Here the Line OS. is parallel to the 
Line AB; therefore S will be the Vaniſhing Point. Draw the. Lines BS 
and AO, the Interſection of which is a, the eg OY The 
Line Ba is alſo the Repentrntotion of its Original BA. | 


'We may find the Repreſentation of the Seat or Place whine the Pine- 
tree grows, without uſing the Original in the Ground-Plane, thus : 
Bring down the Diſtance SO to the Horizontal Line, as SD; and bring 
up BA to the Baſe-Line, as BC; which makes BC and SD parallel : 
then a Line drawn from C to D will cut the Line BS in a: Therefore, 
if we ſuppoſe the imaginary Plane to be the Picture, and having aſſumed 
the Line BS, in which we ſuppoſe the Pine-tree, make BC, on the 
Bottom of the Picture, equal to the Diſtance we ſuppoſe or know the Tree 
is beyond the imaginary Plane (which Diſtance is commonly called the 
required Diſtance), then the Line C D will interſe& BS; which gives me 
| 3 ſought. 


Ss the Vaniſhing Point of the original Line AB; becauſe the Line AB 
vaniſhes 1 in that Point. | 


The Reprefintation a, Si on the Paralleliſm of tht TRE 08 fad 
AB: For were they parallel in any other Direction, they would then a 
the Point a, in the very fame Place. | 


Now after this Explanation of the Firſt Figures we ſhould . 
that the n Flane 3 is to be underſtood ances 35 wage Z 


» 


OS Pro, 2. Le 4, ö, c, 4 e, be bve original Points 5 given in 2 Ground- | 
EO. Plane : To find their Repreſentations. _ 

2 is the Baſe-Line, DV the Horizontal Line, of the Point of * Sight, 
wy SO the Diſtance of the Picture, FU I | 


Inſtead of drawing the Lines from the Points in any Dire&tion, © we 
may draw two FRO Lines thro' four of the Points to'the ten as 


0 8. 
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cg, and df, which will ſhorten the Work : Then draw their Parallel 
OV, from the Eye-point O, to cut the Horizontal Line, which will give 
the Vaniſhing Point V: Draw g V, and FV, and interſe& them with the 
Rays 6 O, c O, and 4O, which give the Repreſentations 1, 2, 3, 4. The 
Points @, and e, are in a Line that is parallel to the Baſe-Line; the 
Repreſentation of which muſt be parallel to the Baſe-Line alſo; which 
being interſected by the Ray e O, gives the Point 5. Then will the 
Points 1, 2, 3, 4, 5, be the Repreſentation of Gs "I Points a,b,c,d,e, 
the Proj ection ſought. | 


We may find their eee without uſin g the eee 
thus: Bring down the Diſtance of the Vaniſhing Point V, to the Hori- 
zontal Line, as v, and bring up the Lines c 5g, and daf, to the Baſe- 
Line; then draw Lines from them to the Point v, which will interſect the 
Lines g V, and f V, in the ſame Nn as may be ſeen by the Line v h. 


All Circles and curve-lined Figures are repreſented by finding ſeveral 
Points in them, and then j Joining them neatly by Hand... Therefore we 
ſhould aſſume in the original Lines only fo many Points as are abſolutely 
neceſſary, and in ſuch manner as 195 be eaſy for the Work of the Pro- 


W 


"Pp 1G. 3. Is the Method of dividing the Viſual Line E S, into any 
Number of Parts, as the Trees, &c. | 


| Let ZV be the Baſe-Line, 8 che Point of Sight, 80 the Diſtance of the 
Picture, and SD that Diſtance brought to the Horizontal Line ; and let 
the Line ES be required t to be . into a given Number of Parts 


equal to FE. 


Firſt, bring up fey given Cds! F E to the Baſe-Line, as 1 E, and FTW ; 
the Line 1 D, which interſects ES, in the Point 2, or the Seat of the firſt 
Tree. Inſtead of continuing the Diviſions on the Baſe-Line, we may 
draw a Line from 1, the firſt Diviſion, to the Point of Sight, and by making 
the Line 2 3, parallel to Ei, we have a new Scale of the Space, at its 
Place in the Ficure ; therefore all the reſt are found by this Repetidion. 


„ rn 
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L L Ke that interſect or cut the 3 at right woe” are. 
called direct Lines; which Lines will vaniſh in the Point of Sight: 
Therefore we ſee Rows of Trees, or the like; which are in parallel Lines, 
contract themſelves, and ſeem to grow more and more narrow, the far- 


ther they are extended from the Eye. 
The Repreſentations of direct Lines are called a Viſual Lines or . 


Here the Lines AB; and fg; are direct Lines, whoſe Repreſentations 2 
are the Viſuals BS and g 8, which vaniſh in the Point of Sight, as do alſo 
both the green Walls, the Walk, and the Sides of the Buildings that are 
parallel to them. The Side of the Building at I has its Parts, as the Baſe 
and Frize, parallel to the Baſe-Line : But thoſe in the Side where the 
Windows are, and. which are perpendicular to the. firſt, vaniſh in the 
Point of Sight. The ſame holds with reſpect to the Pavilion. 


FI. 5. Z Vis the Baſe-Line, S the Point of Sight, oy the 6 
tal Line, and S O the Diſtance of the Picture: a,b, c, d, e, f, g, b, are 
direct Lines, the Repreſentations of which vaniſh. in 8, the Point of Sight. 


In order to underſtand the Nature of the generating Lines and Angles, 
and the Diſtance of the Picture being placed above the Horizontal Line; 
Suppoſe they were turned or lifted upon their Axis, the Vaniſhing Line 
DE, till the Eye-point O is directiy 3 to the Point of Sight; then 
they would be in a viſual Plane, which paſſes from the Spectator's Eye, 
parallel to the Ground-Plane: The Interſection of which Plane with the 


imaginary Plane or Picture is the r ee. Fe or r Hori 
zontal Line. | 


Lines which are drawn from the Eye peint 40 the Hizomtal PLA | 
producing the Vaniſhing Points, are called generating Lines. They are 
alſo the Parallels of original Lines, In the firſt — Plate I, Os is 
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5 PERSPECTIVE 1 
Fo the Paal of the Line AB. In the ſecond, OV is the Parallel of the 
Lines cg and df. In the third, the principal Ray is the Parallel of tlie 
Line FE. And in the fourth Figure, e II. it is the fame to the Lines 


AB, and fg. „ | 5 


The Generating Lak OE, being parallel to the Dag oh, 6 8. 
the vahiſhing Point of that Line: And Dis the Vaniſhing Point of the other 


Diagonal JK. The Line OP, is alſo the. Parallel of the OO Line le. 
Therefore P is the Tuning Point of that Line. „ 


| The Lines that generate the Vaniſhing Points of two > odio Lines, 
make the ſame Angle at the Spectator 8 Eyes or Eye Point, 5 the original 
N Lines do with each other. | | 


e the Generating Angle $ $OE i is equal to that of dLe, and produces 
that of SLE. And the Angle DOs is equal to that of 4 Ke, and pro- 
duces that of DKS. The Angle POS i is alſo en to that of elf, and 105 | 


duces the Angle PIs. 15 12 


If we conſider the Plane of the Picture as a a Ceiling, theſe Objects » which 3 


| _ laid on the Ground, will then appear perpendicular to the Plane of the 
Ceiling. This ſort of Perſpective is eaſy, becauſe the Repreſentation of 
Objects which are parallel to the Plane of the Ceiling, are ſimilar to their 


Originals ; and therefore will retain drags en Forms. 
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LL Nene of Objects parallel to the Picture, are cntulltet 5 

to its Original. Therefore thoſe Lines that are parallel to the 
Picture have no Vaniſhing Points; becauſe the original Lines, which ſhould = 
produce the Parallel, are alſo meme to the Picture. 1 


Lua that are parallel to the nur, are called Tranherſe Lines. 
B 1 RB ͤ Fic. 


. PERSPECTIVE 


FIG. FY ZY is the We HI the Horinonia) Line $ the Peint 
of Sight, and 8D the Diſtance of the Picture in Gs Horizontal Lang; 
Which is a Point juſt behind the Tree. ow 


In this Picture all the Objects, but che ! Walk, . che green 
Wall, are parallel to the Picture. Here I have given the Plans of the four 
Trees, and the Graſs- plot, and BZ, the Diſtance che Wall is from the 
Picture; which Diſtance is found by the Interſection of a Line from B 
to the Foint D, and the Viſual 28, as Al in the ne of the Wall. 


at i al, and Menn the Viſual "8. dates thi with 
the Line DG, which will give the Corner of the Graſs- plot. Cg, is the 
' Diſtance. the Trees are from the Picture: The Interſection of the Line 
5D and the Viſual 38, will give the Repreſentation of the Seat of he 
'Tree, whoſe Plan is ; through which Point draw a Line parallel to the 
Picture, in which the Line will be the Seat of four Trees, and the End of 
the green Wall. The reſt of this Figure needs no e | 


Fre. 7. MY the Bat Lane 8 is the Point of Sight, 8D the Hori 
zontal Line and Diſtance'of the PiRure. | 


Planes that are e perpendicular to the Hina Plane, 1 
Planes. Therefore the imaginary Plane or Picture is a vertical Plane, 
whoſe Interſection with the Ground Plane is the Baſe-Line. The Objects, 
vhoſe Sides are MN RD, are in the Plane of the Picture; and thoſe of A 
and B are in a Plane parallel to the Picture. The Line 0G, is the Vaniſh- 
ing Line of a vertical Plane, which cuts the Picture in that Direction. 
The Diſtance of any Vaniſhing Line, which paſſes through the Point of 


Sight is equal to-the Diſtance of the Os; Ge As tag e 
equal to SD. „ 5 


In order to project the Object E, draw the Viſual fs for the upper Side. 
Then dra y the two Diagonals NO, and f G, and the Side hI, which will 


complete the whole Square. b in the Plane ef an. is the _ 
| trical of a, the End of the Beam, 
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PERSPECTIVE. 51 


15 this Grenth Figure it is obvious, after the Vaniſhing ORR their 
* Centers, and Diſtances are fixed, that the Rules for drawing the Appear- 


ance of Objects upon the vertical or perpendicular Plane, are the fame as 


thoſe for repreſenting them on the Horizontal Plane ; which Rules will 
anſwer the ſame to inclined Planes. ts ; 5 


The Line which paſſes through OL, is the Vaniſhing Line of an inclined 


Plane, which inclines to the Picture in the Direction of the Line DO, and 


OL is the Diſtance of that Vaniſhing Line, it being the Length of DO; 
which laſt is the Parallel of the inclined Plane. More will be faid on this 
Subjec, whey's we come to the A Plane. | 


| LEERERERERERETETELERERERERETERERENER 


P IL * IV. 5 1 G. 8, 
'Y is the Baſe-Line, HI the horwontal 1 S the Point of Sight, 
and SO the principal Ray, or Diſtance of the Picture. 


The two direct Lines CA, and KL are Part of the Originals, — 
| viſual Lines AS and LS terminate this agreeable Walk. My Deſign 
nn this Picture, is chiefly to ſhew the Repreſentation of a Line, which is 
| perpendicular to the Ground: Plane, whole original Seat is C; the Pro- 
jection of which is the Interſection - NOT Viſual AS, and the Ray CO, 
8s A. 


The . Dijact which I __ Ns choice of far the perpendicular Line; 
js-the Fuſt an Rather bm the Axis of which is next to be 


Let AB, i in the 8 of the Picture, be 83 Height of the per- 
ootilicnles. Line, then will the Viſual BS determine the Top. And a 
Line drawn from the Seat a, perpendicular to the Baſe-Line, gives the 
| Axis he the Column, the ee e ſou ght. 


The Reptelentation is in Pl Viſual Plane, hich paſſes from the Line 
; AB, fan the Column, the Face of the green Wall, and vaniſhes in 


1 177 S the 


15 


J AERSPEC[T IVE! 


8 the Viſual Point. This Viſual Plane is alſo a vertical Plane, becau ſe it 
is in a perpendicular Direction. There is alſo a perpendicular Plane, which 
paſſes through the Axes of the Yews, or Cone Trees, in which are found 
their Heights. Their Seats may be found, as F1s. 3, in the Firſt Plate. 
The Situation of the Buildings is parallel to the Picture, which may be 

obſerved by their ry: Parts corref ponding 7 the OG; 


Fi. 9. ZY. is the Bale Line 8 the Point of Sight, DE the Hon⸗ 
aa Line, SO the Diſtance of the Picture, GO is the Vaniſhing: Line en | 
the vertical Plane, and SD is its Diſtance, "man e to it. 


All theſe Objects are in a | perpendicular Polition to the Kae chte 
Plane; therefore all their Sides are in perpendicular or vertical Flanes. 


The Fi igure A is the Repreſentation of à Cube, which has its nexrel Side 
in the Plane of the Picture; the Perſpective of the upper Face, in the 
Horizontal Plane, is ſhewn by the Viſuals and the Dane wund and 


E, in the Vaniſhing Line of that Plane. 


The Projection of the side in che Vertical Plane, is alſo ſhewn by the 
Viſuals and Diagonals G 4, 'and O'g. Here I have made the double Pro- 
jection to this Cube, only to ſhew how exactly alike the Principles are to 
both the Planes; which will appear more, if we turn the Paper, fo that 
the Vaniſhing Line GO, be in the Horizontal Poſition; then the Horizontal 


Scheme will be changed to the Vextical, and conſequently appear ſo. 


The Pillar E, has that and its oppoſite Side parallel to the Plane of the 
Picture. But the other Sides are in vertical Planes, which vaniſh in the 
Viſual Point. The Plan is ſhewn: by the Diagonal to E. It is obvious 
from this Figure, that all Objects, which are parallel to the Picture, can- 
not alter nor change their Shapes; for if we ſuppoſe Lines continued from 
all the Parts to the Vaniſhing Point, and that they were cut by a Plane in 
a vertical and parallel Direction to the Picture; yet then nay Section 
would retain the original F orm of the Side E. e 


Ĩ be Pillar B. placed obliquely with the Baſe-Line, ak its 3 Angle 
in the Plane of we pan the ene enn are 1 arp by tlie 
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Generating Lines, which make the right Angle at the Eye Point, as DOE, 
-- the Repreſentation « of which is DhE, and DLE. The Side B, is in a 
vertical Plane that paſſes through the Line Lh, and vaniſhes in the Point 
E. The other Side e, is in the Plane hLD, and therefore vaniſhes in the 
Point D. In order to project the Bottom, bring down the Diſtance of the 
Vaniſhing Point E to the Vaniſhing Line, as e. Make hf, equal to the 
Side, and draw fe, which gives the Side h6; draw a Line from 6, paral- 
el to the Baſe-Line, to interſect hD, which gives the other Side: But if 
the Vaniſhing Points were not at equal Diſtance from the Point of Sight, 
which is ec the Vaniſhing Point of the Diagonal, then it woyld be 
BY 'neceſſary to draw Lines from 6. to D, and from E 0 7, which 
| would Sive the other Side. | 


The triangular Pillar C, has! its n Angle in ah Plane of the Picure, 
| ah its Plan in the Ground Plane; the Projection of which is found by 
bringing the Sides to the Baſe-Line, as 12 and 13. Draw 2D, which 
gives the Side of the Viſual Line; d is the Diſtance of D brought down 
to the Horizontal Line; draw 3 d hich gives the other Side: Then raiſe 
the Sides, and finiſh the Top. The Side C is in a Vertical and Viſual 


rr the Side I vaniſhes i in the Point D. 


| The ncareft Parts of Obje&s will, in their Repreſciitations be fartheſt 
Sand the Vaniſhing Line of the Horizontal Plane; and if that Vaniſhing 
Line was in the Middle, their Tops and vedere e bn be exactly | 


vous, as may be underſtood by theſe Objects. Hy 


1 imagine, from the Principles which I have ant laid 1 Fa 
Reader will be inclined to believe, that the Repreſentation of Objects 
may be projected without the Ground Plane. For if we underſtand the 
Original, why ſhould we not uſe the ſame Rules at the Part of the Object 
in the Picture, where the Projection is required, as if it was below the 
Bottom of the Picture? Which Method would certainly ſhorten the 


Work, e. 


pr Ars 
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1 PERSPECTIVE: 
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24 18 1855 Baſe 4 PI the hs Lion. 8 ho Pata of Gene 
SO the Diſtance of the TER: LEE AB Fan WI. 1 8 


4 oblique Line. 


All the Obj es i in this Pius s are 1 ry to the 5. S 
not one Viſual Line is to be found in the Work, except the principal Ray 
The Vaniſhing Points vary in their Diſtances from the Point of Sight, 
the Situation of the Wall is governed by the original Line A B, che Paral- 
lel of which is OV, and PO is perpendicular to it. This makes the 


Gonerating Angle POV 90 r 0dr amine, the Bake * 
en | +4 4 a5\t 


In * * to find the Perſpective 87 the Wall, we ſhould fit find the 
Repreſentation of the Plan, from which we. raiſe the Elevations : The 
Whole being governed by two Vaniſhing Points, with their Diſtances 


| brought to the Vaniſhing Line, makes it very eaſy. The Seat of the Trees 


js found as that in Figure 3. Plate I. by making their Diſtance or Space 
from the firſt Tree, parallel to the Baſe-bine ; and; dividing the Line AP, 


as ES, in that Figure; but. te nd be whe Ditance ft 
TRE Point P. 


The Obeliſk. at « , being pol wit the Wall ba dex Varig 


Points. 


The 83 of e Billing, « i: is 3 thangh it 1 ub 
obtuſe Angle, which f is owing to the little Hiſtance of the Picture. For 
had the Point P been at a 81 greater Diſtance, the O Obliquity of the 
Land PZ, would appear more to the Satisfaction of the Ez ; 


"Rio! x1. e 2 lthe Baſe-Line, PV the Horizoal Line 8 he 
an of Sight, and SO the Diſtance of the Picture. 
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PERSPECTIVE, n 


1 debian. to W with the Projection of the Wall, and ofter that of the 5 
; "Flow, then the Objet RT, _ ſo finiſh with the 7 above the _ 
Wall. 2 5 


5 The Gall * POV i is a a right Angle; therefore thoſe of the 
| Wall will be ſquare n 


1 We ſhouldKrſt make thu Corner 1 then the Side E, and next that of 5 
8. Aſſume the Corner X V, and draw Lines from it to P, to interſect thoſe 
cf cV and IV, which wil give the Side M, and make the Side Y, which 


Kalas the Wall. 


: The Find Oh, divides tis Angle POV e e and IE is its | Repre- * Us 
ſentation. his the Vaniſhing Point of Lines that interſect the Wall, as 
. Diagonale do the Side of a Square. Let Ac be the Diagonal of the. firſt 
Square: Draw AV and AP, interſect them with Pc and Ve, which givg, - 

the Square Abcd, the next Diagonal i is. be. By this Repitition it is ealy 


to ſee how the whole Floor is e 
A 
I deſign the Corner f of the Object RT, nine the Point g S. 


| and that its Side oppoſite to T, ſhould touch the Wall. 


Let Ae in the Plane of the Picture, be the given Height of the Corner 
f; N Naa: Corner 1 18 Fre ery wi e V, and a ane „ 


e 


The Side next he Wall, W its 1 1. are in a vertical Plane; 
the Vaniſhing Line of which is VH, becauſę it paſſes through the Point. 
V in chat Direction. And V is the Vaniſhing Point of the common 

Interſection: of the vertical and Horizontal Planes. E is the Diſtance of 

the Vaniſhing Point V, brought down to the Horizontal Line, the Place 
where we ſhould make the original Angle of Inclinatien, as VE H, which 
is the Angle the Object is ſuppoſed to make with the Floor. And H is 
the Vaniſhing Point of the Inclination. | 


II from the Point E we draw a Line perpendicular to HE, to cut the 


| e Line My, then will that Ta be. the Vaniſhing Point of Lines 
ee 


6% PERSPECTIVE ith 
perpendicular to the Side R. The Perpendicular at 3 gives the Length 1 | 


3f. Drawall the Sides to _ MY mw which ma 8 
ſentation. : 


The moſt a4 Land el Method of prjeting; Mouldin gs in Archi. 
tecture, is to make the geometrical Profile at its Place in the Picture, which 
I defign to ſhew by the ee of thels three a e that e e 


a ſort of Cornice. 


Let IKL be the W Profile of the Mouldings, places at the | 
. Top of the Wall, to the Line cL. Draw a Line from the Vaniſhing 
4 5 Point of the Diagonal h, through L, cut that with a Line from P, through 
K, the Interſection of which is N, the Extremity of the Projection. By 
repeating this Method at every Point of the Profile, down to the Bottom 
I, we ſhall have the exact Repreſentation i in a vertical Plane, which paſſes ; 
through the An gle or Mitre Joint. When this Projection of the Mitre 
Aoint is found, we have nothing more to do, but to continue the Lines 
of the * in their * 8 8 
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\HIS picture is . Repreſentation of a 1 Block of aw | 
whoſe Angles are ſquare, like thoſe a Cube. It ſtands on one of 

its Edges on the Horizontal Plane, and is ſupported by another Block. The 
Line CP, is the Seat of the Edge it ſtands on; and CV is the Seat of 
the Side R. Its Angle of Inclination with the Horizontal Plane is equal to 
the Angle VEH. Then H is the nne Point of i its Inclination. £ 


FI. 12. Let Z V be the Baſe-Line, PE the Horizontal 1. 110 1 
Point of Sight, SO the Diſtance of the Picture, and P che n 
Point of the Edge the Block ſtands on. 


Firſt we muſt find V, the Vaniſhing Point of Line ae are Papen 
cular to the Point P; . Draw a Line from P to the Eye-point O, 
| | and 
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PERSPECTIVE. 87 


and mgks o perpendicular to the Line OP, which gives the Vaniſhing 


Point V: Then will V be the Vaniſhing Point of the Seat of the Side R; 

which Side is in a vertical Plane, whoſe Vaniſhing Line paſſes thro' V in 
that Direction: Therefore Vis the Vaniſhing Point of the common Inter- 
ſection of the Vertical and Horizontal Planes. Draw the Vaniſhing Line 
GH; then will V be its Center, and VO its Diſtance. Make VE per- 
pendicular to the Vaniſhing Line GH, and equal to its Diſtance VO : 

Then at the Point E make the geometrical Angle of Inclination, as VEH, 
which gives H the Vaniſhing Point of the Inclination. Draw EG per- 
pendicular to EH, which makes G in that Vaniſhing Line the Vaniſhing 
Point of Lines perpendicular to H. Next draw the Vaniſhing Line PH, 
and make SD parallel to it, and equal to the Diſtance of the Picture ; 
then, from the Point of Sight, draw a Line to cut the Vaniſhing Line 
PH. at right Angles ; which gives I the Center, and ID the Diſtance, 


of that Vaniſhing Line. 


Here it is obvious in this Projection, chat the Lines P H, GH, and PG, + 
are the three Vaniſhing Lines of the ſeveral Faces of a Figure, which con- 
tain a ſolid right Angle. 


It is alſo very plain, that the Line EH, + e to theſe Rules, muſt 
be the geometrical of the original inclined Plane: Therefore, if we make 
E b equal to the End or Thickneſs of the Block, then will a, be the 
I of b, as on the Horizontal Plane. | . 


0 proceed with the Projection: Make AB in the Plane of the Picture 1 
{ equa to ab; then will the Point B be the neareſt Angle of the Bock... 


Next we ſhould make I K equal to ID, and draw the Lines PK, and 
HK, that generate a ſquare Angle, which'is equally divided by the Line - 
Ke. Make BL equal to the Length of the Block, and parallel to the 
Vaniſhing Line PH. Draw a Line from L to h, the Diſtance of P; 
which will give the Side Bn. Draw nH, and the Diagonal Be, and 
thro'. their Interſections draw a Line from P, which gives the upper Side. 
Next draw the Line BG, which gives BC, the neareſt Edge; and'draw 
the Lines BP, CP, and BH, CH; apts the Line nG, and one from the 
Angle above'S to G, will finiſh the whole Repreſentation, or een of i 


. aw Mock. | 
25 | 8 1 55 | 3 


58 PERSPECTIVE 


IT have endeavoured to ſhew, in the Progreſs of all the 8 . 
the Principles, on which the whole Art depends, are fo ſimple, that it = 
obvious the Method. is general to all Planes alike. | 


_ Firſt, of the Horizontal Plane. The Diſtance of the Picture muſt be 
placed from the Center, or Point of Sight, perpendicular to its Vaniſhing 
Line, before we can make the generating Angles, which give the Vaniſh- 
ing Points : Then we may bring down their Diſtances to the Horizontal 
Line, provided the Dimenſions, of the. Original are. brought RT to- 
them; as T have ſhewn in the Courſe of the Work. 


| Secondly, of the Vertical Plane. The Diſtance of the Vanidbing” Line 
is placed perpendicular to it; and from the Eye- point proceed the gene- 
rating Lines that give the "Vaniſhing Points: The Diftance of which are 

uſed and brought to the Vaniſhing Line in the ſame r manner as thoſe of 
the Horizontal Plane. 


Aud the Inclined Plane Bas is Diffance placed der 


pendiculir to the 
Vaniſhing Line; and from the Eye-point proceed the generating Lines 
and Angles, which produce the Vaniſhing Points, and which are alfo: 
brought to the Vaniſhing Line, and uſed as thoſe of the Horizontal. 


The Method of findirig the Center of a Vaniſhing Line, is, only to draw 
a Line from the Point of Sight, to cut or interſe& the Vaniſhing Line at 
right Angles ; which Interſection will be the Center of that: Vaniſhing. 
Line. The general Rule for finding the Diſtance of a Vaniſhing Line, is, 
always to make the Diſtance of the Picture from the Point of Sight parallel 
td that Vaniſhing Line, and to draw a Line from that, to the Center of the 
Vaniſhing Line, which will be the Diſtance of that Vaniſhing ta DI 

is to to Vanitliog] Line. PH, or OV. to that of GH. 


To find the perſpective Wap of Circles, we are ge © to 
W a Plan of the Circle, or Part of the Plan, by adding ſuch Lines to 
it, as OO PE] ee 6, ag 1008.” e e 


Circle. 6 i | 
- F161 3. Let 8 be the Point of Sight D andE dern 0 0 "TY 


and KLMN the Scheme of the Plane. 7 "i 8 8 ag 
| 5 . , ee 


SW 
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nne mu Halt wad eatieft Method, i to Hd" the idle wall 4 


Square, and then make the two Diameters and Diagonals, which give the 


eight required Points. But inſtead of drawing Lines thro' the Points of 


the Diagonals parallel to the Sides of the Square, I make them parallel - ' 


to the Diagonals: This Method gives the ſame Points, with the Lines 
nearer to the Circle than can be drawn by any other Method whatſoever. 
'The "7 of the an, 


F. 14. Shews the Method of ti? the Plan of the Circles, in 
order to find the perſpective Repreſentation of the Torus ; which J have 
done according to my Method, juſt ſhewn, of drawing Circles; and 
which-ppax:be underfigod-very Saul, at Sight of this Figure. 


The perſpective of the Toms ſeems to be a Circle contained in four 
Lines, which are nearer or farther diſtant from each other, according to 


the Situation of the Eye - : Two of which are perpendicular to the Hori- 
Lontal Plane: Theſe give the greateſt Breadth of the Torus; the other twe 


are parallel to that Plane, 5 95 ive the Height and Depth : The one is 


| the u and fartheſt Part of t he Circle, the other the neareſt and bottom 
Part of the Torus. The two perpendicular Lines proceed from the Ex- 


tremity of the Circle in the Plan, which are found from the Projection of 
the two. eight oppolite Parts: Thoſe that give the Height and Depth are 


governed by eee eee of che Bale, which is in the Vertical 


Plane. 


Pra. 15. Is: the Diagonal Scale; which is of univerſal Uſe for 1 
ferring all Sorts of Deſigns: to the: greateft Exactneſs, and ſo eaſy to under- 


ſand, that one Demonſtration is ſufficient for every Artiſt ; who will, I 
imagine, find no manner of Difficulty in applying it to Practice. Suppoſe 
A to repreſent one Foot in the Deſign which we are to work from, and 


AC to be the penn _ 90 e 


to make. 


The Method is, firſt to take the Dimenſions of the Part \ we e propoſe to 


: begin with; then to place the Compaſſes to the Baſe-Line of the Scale, 


1 and 


\ 
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and find what it is in the Line DB; then open them to that in the 
Line DC, which will be the required Lo 4, * 


Thus the Repreſentation is found by Fe eet and Inches; becauſs the 
Baſe-Line D A contains twelve Parts, which conſequently divide the 
N AB, and AC, on the Lines DB, and DC, into that Number. 


By this Method we may make the Scale to any Proportion: : Andasit 
is the Buſineſs of every Artiſt to find a proper Scale for his Purpoſe, there- 
fore Painters are not oblige? to uſe always ſuch Scales as ihe Work was 
| wrought N. | 


"OY we draw the Pedeſtal without afin g the Method of Feet 
and Inches: Divide the whole Height into any convenient Number 
of equal Parts, and let one of thoſe be for the. Scale: Then divide 
the Height we intend to make the Pedeſtal of, in the fame manner, and 
apply them to the Method of the Scale ; which will anſwer our Purpoſe 
as well. It is ſometimes neceſſary, in copying, to divide the Original into 
a Number of Squares, and then divide the Cloth for the Copy the fame. 
If in one of the Squares at the Corner of the Cloth we make the Scale 
according to this Meng, we may uſe On as we did the Scale. of Feet 
and- Inches. wy 


The Number i in FA Baſe of 25 Seale i. is at our Pleaſure. Remember 
to make the Squares very large; fer none but Norices make aw 
otherwiſe. 


Fro. 16. Is a Method which I have often found to be. of you « Uk, 
and ve eig to praiſe ns on IEEE 2 8 


Suppoſe the Line Az, to be the Height of any Deſign we have to 1 | 
gun ; and the Line Bb, the intended Height of that which we are going. 
to make. Draw the Baſe CB, then place the Deſign perpendicular to it as 
Aa, Bb, &c. and draw a Line from b through a,. to cut the "AR which: 
will give the ne C. 


If 
--- 


ERS ECTI VR. 0 


| 1 the Line Aa, be divided into any N aka of Parts; and we draw 
Lines from the Center C through them, to cut the Line Bb, then will they 
divide the Lins Bb in the ſame Manns oy WR 


| . if the Line 4 was the Axis 20 a 3 ay Entablature, 
x the fame may be transferred to the Height we would have it, by having 
a ſmall Nail in the Center, and a fine Thread, ſuch as the Wig- makers 


weave with, and only ſtrain, the ſame over the Parts in Aa, to Bb, which 


will give the required Dimenſions. 


12 3 ſame ander we may hade Wt che PTY by applying "RA 
to the Line Aa, and continuing them to the Line Bb; or if it is only a 


few of them, as the Diameters, they may be done ſeparately : But remem- 


her, oe og Faces of the Liga Aa and CM ran 


The 1 Hs; in the uch plate, 3 with the 15 x ; is an 


Ohe I have ſtudied with great Application and Care, in order to project 
it exactly, according to, the Rules of Perſpective; and as TI improved i in the 
 Knowlege. of the new Principles, I flattered. myſelf I ſhould ſucceed; | 
believing if I arrived at ſuch Perfection in the Art, I ſhould then be able in 
time to repreſent all Objects whatſoever, as ſome of the Learned in the 
Mathematicks will have it, according to the frifeft Rules; who dogma- 


tically aſſert that every Part of the Perſpective ſhould be mathematically true; 


When we fancy this to be really the. Caſe, it is. reaſonable, to believe that 


we ſhould be anxious to learn an Art, which we think ſoabſolutely neceſ- 
| ary. Now, gentle Reader, I muſt confeſs my Weakneſs, and tell you, that 
notwithſtanding all my Care, and-puzzling after this mathematical Truth; 
I find the Undertaking was too great for my Capacity ; andł therefore, from 
| thee Experience of my Folly, I determined to give up the Attempt, and 
flatter pelt no farther with ſuch Expectations. But whenever the 
| Rules which I have ſhewn, ſhould fail, and grow tedious, which J believe 
will not happen in Matters of Conſequence, n rn ſettle 
nga Np ei N Fe: 


— 
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— 


1 ** SPECT IV E= 


The Volutes in the « Capitals of Columns, and the Twilt in\Stair-cafes, 
are Objects of this Nature, and very probably were taken from this An- 
tique. It has alſo a great Reſemblance to Mr. Hogarth's preciſe Serpentine. 
Line; and therefore, without doubt, has ſome Grace, though the Twiſt 
is a little quicker. It is an Object of well-varied Cantilies whofe Pro- 
Portions gradually leſſen to its Extremities; and its Dimenſions are governed 
by Fitneß, Variety, Uniformity, Simplicity, Intricacy, and Quantity. What 
a Pity it is, this venerable Object of Antiquity ſhould not be repreſented by 
the firifeſt Rules of Perſpective! I confeſs this would afford Matter of 


Triumph to any cee Critic, that is Happy FO. to. ſucceed in 2 the 
Attempt. _ 


In fee of our preſent 207 ſuppoſe, Ae to a beet 
Chimerical new Syſtem, the Objet -under our. Confideration be imagined 
to have all its inward Contents nicely ſcooped out, and the Eye at once to 
view the Whole from within, and mark the op ſite correſponding Parts, 
and take Care to acquire a perfect Idea of the ces and Bearings of 
thoir ſeveral material Points and Lines in the Surfaces: Or, for the more 
caly Deſcription. of the Projection,” ſuppoſe we were to gauge the Contents 
with Wires, i in order to. affiſt and 985 us to a readier Conception of at 
2 intervening Pants; T leave it to the Critics to judge of what Uſe theſe 

dients are, towards, ral 111 ng in the e 4 true and TIES ies 
of he Hori i ee e 1% ro ers mens yt 


? PR. % Hf at 3 4 6 


The Pamphlet inte 4 Gila d ion 956 e b PRATS on 111 
Ceiling of the Banqueting-hd ſe af White-hall, ſheys that that celebrated 


nog: nine ſeparate Points of Sight: :, And that no Painting can appear 


BIT IDO OT TS 13 0 15 ney 


true, unleſs ſeen from the, Point intended by the Painter : And 
though a Picture may be perfeftly trüe fam one certain Point, of View, 
it cannot from any other. Therefore the Author has taken great Care, to 
ſhew the Neceſſi ity « of regardivg a Picture, as intended by the Painter. ; = . 


The Picture he ſays, Bring: eee 4. 4 tranſparent Surfaceion 
Medium, through which the Viſual Rays art ſuppoed is pad; if the Spock = 
tator changes his Si ituation, thoſe Rays (in Nature ) will aaa that Sur- 

face 
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fair in uifferent Points; and there fore (in the Picture] being determined to 


ſuch certain Points, the Station of the Spectator becomes neceſſarily Joxed and 


nnn and the Picture . appear Jalſe ſeen otherwiſe. 


Suppoſe. u we ſee, = = 7 ge or tranſparent Plane, a real Cube, 
placed directly oppoſite, tho ſome what below, the Eye. In this Situation 


we ſhall ſee only two Faces, one in Front, and the other at Top z and if 
we move to the Right or Left, we muſt ſee one of the other F aces. This 


5 a Nen which 1 is certainly true. 


"Is order to r the Principles X R we are obli ged to- 


conſider the Picture as a tranſparent Plane, thro which the viſual Rays 
paſs to the Spectators Eye. But when the Deſign is really a Picture, 
whoſe Repreſentation is fixed upon ſome opaque Body, as & Board, Wall, 
or painted Cloth, that cannot be tranſparent, but a flat ſmooth Surface z 
and the Object repreſented is a Cube that ſhews only two Faces, one in 
Front, and the other at Top; tho' we move to the Right or Left from 
the Point of Sight, we ſhall never ſee more by changing the Place; nei- 
ther is it reaſonable to believe we ſhould: For if we find the ſame Appear- 


ance, tho fnhoved from the Point intended by the Painter, the Caſe is not 


altered; which fhews there is no e ee 
men that identical Point. 


If che Spectator s Eye muſt coincide-with the Point of £8: the Diſtance 
| "a be conſidered aceordingly ; and it will then be a very difficult Mat- 
ter to come at the: proper Point of View to ſee the Picture; and the more 
fo, as its Horizon, when hung up, is ſeldom fo low as the Eye. 


- 4 


I own the Sight of the Pamphlet excited my Curioſity to examine the 
-Ceilitig;- and I find the Centre of the Whole to be the only Point of Sight 
tequifite in ull that noble Deſign. For, from the Middle of the Room, 
Iſaw the Inteintion of that great Painter, and was convinced of it from 
_ the Order of the Whole, and by the natural Poſition of the Figures, which. 
appeared all finely foreſhortened, and looked like ſuch living Objects 
*viewed:from the middle of the Room below, which was, in ee 

che Py Point of View that Rabens intended for the whale. Cailing. - 


* 


& mn PECTIVE. 


Iam alſo of Opinion, that all Ceilings, except * 'thoſe of Galleries or - 
Jong Rooms, ſhould have but one Point of Sight; and, that there are 
ſome Subjects, which I believe require no Point of Sight, as living Obje&ts 


repreſented in the Clouds, which have no Architecture, nor any terreſtrial 
| Appeargnce; which is the Caſe with moſt of the Work-in this Ceiling. 


And if chere is no Point of Sight required” in the Work of the Picture, 
then 1 chink there is none in regard to its being 7ruly ſeen ; becauſe * 


Eye cannot coincide with the Point that never Was mad or intended. 


It was not material to take Notice of the moſt dry 2 lifeleſs Part of a 


che Performance; J expected Mr.  Highmare would have: given us ſome 
ingenious Remarks on the Foreſhortenings of the Figures, and of the 
Excellence of the Colouring, which I preſume would have been more 


agreeable to his Readers, than telling them, that Rubens was a little 


deficient in an Art which was never underſtood, as he might have faid, till 
chis Century. But it is reaſonable to believe, if his Leiſure had permitted 


Hint to examine the Whole, he would hve : found wach to para noe : 


and very little to cenſure. 


- As dt my be expected, dat I hould ay ſomething; of the PerſpeAive of 
Shadows, I thall only obſerve, that the Geometrical or Perſpective Know- 


lege of Shadows is of very little Conſequence. to a Painter; it is cafily | 
underſtood, when we have learned that of the Objects. But in my Opinion 


Painters may ſpare themſelves the Trouble of learning the lineal Perfpec- 


tive of Shadows, becauſe their Buſineſs is to fhun every thing of that 


Nature in a Picture. All the Limits and Shapes of Shadows ſhould vaniſh; 


ey Part that is Hard and hs th cuts and offends the 3 9 


9 * 


Uiviog's now Avi Rodders the beſt 1 4845 in my Power. to the 


practice of Painting and PerſpeQive, I hope they will excuſe the Size of 


this Treatiſe, which it has been my Study, from its firſt Projection, to con- 
fine to as narrow Limits as poſſible, being from Experience convinced, that 


an Art (if properly) cannot be too conciſely deſcribed: Therefore I am 
ſorry I could not, from _ nah * ge en banner 
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